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AArnieBCKUA
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diaghilev
festival

AArMN1eBCKUMU hecTUBAJIb
11-20 uoHA 2026

diaghilev festival
11-20 june 2026

KOHLepTbI | concerts

xopoBas My3blKa | choral music

COBPEMeHHbIW TaHel, | contemporary dance
nepdopmaHchbl | performances

ropusoHThbl 4 | horizons d

octpos | the island

thecTMBanbHbIH KNy6 | festival club

o6pa3oBatenibHaA nporpamma | educational programme

MWHWCTEPCTBO KYNbTYPbI MEPMCKOTO KPAA | MPOEKT AATWUIEBCKOIO ®OHIOA
NOAOEPXKKW KYNbTYPHbBIX MHULIMATUB | DIAGHILEVFEST.RU




Mnowaaku

oM My3biku
Cosertckas, 14 (3aBopg LLnarvHa)

Mepmckas XyooXKeCTBEHHas ranepes
Cosetckas, 1, kopn. 5

BonbLuon 3an
Mepmckon prnapmMoHmm
Kymbbiwesa, 14

OpraHHbIN 3an
Mepmckon prnapmMoHmm
JleHunHa, 510

MepMcKkuiA TeaTp onepbl 1 OaneTta
MeTponasnosckas, 25a

YactHasa dpunapMoHus

«Tp[/|y|\/|q)»
JNleHwvHa, 44

Manbiv TeaTpanbHbIV 3an
Cosetckas, 1, ctp. 5
(3aBop, LnaruHa)

[BopeL, kynerypbl meHn Conpatosa
Komcomonbckum np., 79

My3eln COBpeMeHHOro 1CKYCCTBa
MEPMM
KpucaHosa, 4

THO3, Manbin 3an
Mepmckas, 66

MNoasemHas napkoska «Kpucrann»
Komcomonbckmm np., 53

MepMCKUiA ryMaHUTapHO-
nefarornyecknin yHUBepCuTeT
Cubwvipckas, 24

Teatp «banet EBreHnd lMaHdunosa»
MNeTponasnosckas, 185

11.06 ur

M 19:00 12+

Bonblon 3an Mepmckon GrnapMoHnn
OTKPbITUE OECTVBASTA
CUMOHNYECKNI KOHLIEPT

BerxoBeH, CumcpoHunsa Ne 4
Mouapt, CumdoHus Ne 41

opkecTp musicAeterna

onpwxep Teopop KypeHT3umc

M 22:00 18+

oM My3blku

rneppopmMaTUBHbIN KOHLiepT
MoceauweHne UsaHy lonnio
pexuccep Envsaseta Mopo3s
My3bIKanbHbI/ PYKOBOAMTENb

EBreHnn Bopobbes

akTpuca Naypa lMuuxenaypu

apPTUCTbI OpKecTpa M xopa musicAeterna

1 2-06 nT

® 19:00 12+

Bonblow 3an Mepmckon GrnapMoHnn
CUMGOHNYECKN KOHLIepT

BerxoBeH, CumcpoHunsa Ne 4
Mouapt, CumdoHus Ne 41

M 23:00 16+

YactHaa punapmoHms «Tprnymg»
nep@opMaTVBHBIV KOHLIEPT
«fapmMoHus Beyepa» |

Harmonie du soir

dpaHUy3CKMM pOMaHC

pybexa XIX—XX BekoB

pexuccep Ennzaeseta Mopo3s
My3bIKanbHbI/ PYKOBOAUTENb
EBreHui Bopobbes

apTnCTbl AKafeMmnn MMeHn AHTOHa
PyOuHLITeNHa 1 opKecTpa musicAeterna

Venues

House of Music
Sovetskaya Street, 1d (Shpagin Plant)

Perm Art Gallery
Sovetskaya Street, 1, Build. 5

Perm Philharmonic Great Hall
Kuibyshev Street, 14

Perm Philharmonic
Organ Concert Hall
Lenin Street, 51b

Perm Opera and Ballet Theatre
Petropavlovskaya Street, 25a

Private Philharmonic ‘Triumph’
Lenin Street, 44

Small Theatre Hall
Sovetskaya Street, 1, Build. 5
(Shpagin Plant)

Soldatov Culture Palace
Komsomolsky Prospekt, 79

PERMM Museum of
Contemporary Art
Krisanov Street, 4

Perm Youth Spectator Theatre,
Small Hall
Permskaya Street, 66

Crystal Cinema Hall
Underground Parking
Komsomolsky Prospect, 53

Perm Humanitarian
Pedagogical University
Sibirskaya Street, 24

Evgeny Panfilov Ballet Theatre
Petropavlovskaya Street, 185

11.06 thu

M 19:00 12+

Perm Philharmonic Great Hall
FESTIVAL OPENING
symphonic concert
Beethoven, Symphony No. 4
Mozart, Symphony No. 41
musicAeterna Orchestra
conductor Teodor Currentzis

M 22:00 18+

House of Music

performative concert

A Tribute to Yvan Goll

stage director Elizaveta Moroz
actress Laura Pitskhelauri

musical director Evgeny Vorobyov
artists of the musicAeterna Orchestra
and Choir

12.06

® 19:00 12+

Perm Philharmonic Great Hall
symphonic concert
Beethoven, Symphony No. 4
Mozart, Symphony No. 41

M 23:00 16+

Private Philharmonic ‘Triumph’
performative concert

'Harmonie du soir’ |

'The Evening Harmony'

French art song of the late 19
and early 20" centuries

stage director Elizaveta Moroz
musical director Evgeny Vorobyov
artists of the Anton Rubinstein
Academy and of the musicAeterna
Orchestra



13.06 c6

M 15:00 19:00 12+

Manbin TeaTpanbHbIV 3an
«[opu30oHTBLI [1»

ayanoBum3yasnbHbIv anbbom
«[MacTrepHak. PackoBaHHbIN ronoc»
pexuccep ApceHuin Mellepskos
KkomnosuTop VeaH Epodees
apamatypr Erop 3anues

aktpuca Codwms lNeTposa

M 18:00 12+

OpraHHbIV 3an

Mepmckon hrnapMoHnm
XOPOBOW KOHLEPT

«[lylia rpyctuT o HeGecax»
Banepuin laspunuH, Cepren
PaxmaHuHOB, Anekcein J1bBOB,
[eoprun CBUPUAOB

xop [Mepmckoro TeaTpa

onepbl 1 baneta

onpwxep Banepua CadoHosa

21:00 16+

Hom My3bikn

rporpaMma COBPeMeHHOro TaHua
«[arnnes. Kopotkue copmbi»
xopeorpadbl: Hypbek batynna,
Bnagmmup BapHaBa, EBreHun
Kanayes, KceHna Muxeesa,
Makcum Metpos, Mropb ®rpcos

14.06 &c

M 13:00 17:00 12+

Manbin TeaTpanbHbIV 3an
«fopu30oHTLI [I»

ayanoBum3yasnbHbIV anbbom
«[MacTrepHak. PackoBaHHbIN ronoc»

M 17:00 12+

OpraHHbI 3an

MNepMckon rnapMoHnm
XOpPOBOU KOHLiepT

«E)Xxe OT BeKka TauHCTBO»
pycckas 1 eBponenckas AyxoBHas
My3sbika XII=XVIII Bekos
aHCaMOIb CTapUMHHOW My3bIKM
«Y30pUKa»

20:00 16+

OK nmenn ConpaTtoBa
TaHLEeBasbHbIV CreKTak/lb
«3emneTpsceHne»
xopeorpad n XyLOXHUK

tO CTpémrpeH

Tpynna musicAeterna TaHeL, |
musicAeterna Dance, aptncTbl
opkecTpa 1 xopa musicAeterna

W 22:15 12+

Xoxnoska *

MYy3biKa/lbHbI neppopMaHc
«Cymepku» | Tenebrae

aBTop MeTp Anay

KypaTop npoekTa [Med MoHTn
XyooxHuk: Cawa Muxankosa,
Mapus [JemMeHTbeBa

GecnnatHbIN TpaHcdhep
ot K umenun ConpgatoBa B 21:15

13.06 sat

M 15:00 19:00 12+

Small Theatre Hall

'Horizons D'

audiovisual album

'Pasternak. The Unleashed Voice’
stage director Arseny Meshcheryakov
composer lvan Yerofeyev

playwright Egor Zaitsev

actress Sofia Petrova

M 18:00 12+

Perm Philharmonic

Organ Concert Hall

choral concert

'The Soul is Sad about Heaven’
Valery Gavrilin, Sergei Rachmaninoff,
Alexey Lvov, Georgy Sviridov

Perm Opera and Ballet Theatre Choir
conductor Valeria Safonova

21:00 16+

House of Music

contemporary dance programme
‘Diaghilev. Short forms’
choreographers: Nurbak Batulla,
Vladimir Varnava, Evgeny Kalachey,
Ksenia Mikheeva, Maxim Petrov,
Igor Firsov

14.06 sun

M 13:00 17:00 12+

Small Theatre Hall

'"Horizons D’

audiovisual album

'Pasternak. The Unleashed Voice’

M 17:00 12+

Perm Philharmonic
Organ Concert Hall
choral concert

'The Revelation of
the Eternal Mystery’

20:00 16+

Soldatov Culture Palace

dance performance

'The Earthquake’

choreographer and production
designer Jo Stremgren

musicAeterna Dance Company
artists of the musicAeterna Orchestra
and Choir

W 22:15 12+

Khokhlovka *

musical performance
'Tenebrae’ | "Twilight’
author Peter Aidu

project curator Gleb Glonti
designers: Sasha Mikhalkova,
Maria Dementyeva

free shuttle departure from
the Soldatov Culture Palace at 21:15



15.06 n+

M 18:00 12+

YactHaa punapmMoHmsa «Tprnym»
XOPOBOW KOHLEPT

OaBup, JIsHr

«nucaHus» | the writings
POCCNINCKAsA Npembepa

BOKaJIbHbIV aHCaMOsb «/HTpafa» |
Intrada

avpuxep Meb KappaceBuy

20:00 18+

MepMcKuiA TeaTp onepbl 1 Oaneta
Xopeorpapudeckas ornepa
®dpaHcuc MyneHk
«YenoBeyeckuim ronoc»
pexuccep 1 xopeorpad

AHppen KargaHoBCKMINA
OMPUKEP-NOCTaHOBLLMK

KapeH OyprapsH

opkectp lNepmckoro Teatpa
onepbl 1 baneta

avpvxep Bnagnmmp TkadeHko
GanepuHa dapbs MaBneHko
MeLLLo-conpaHo KOnmsa MaToykmHa

M 21:15 18+

CrekTak/b

«Yawa»n**

pexuccepbl: AHTOH AJACUHCKMIA,
Hukuta Bacunbes

M 22:00 12+

oM My3biku

KOHLepT

DObépab Kyprar, «lMecHn

YHbIHUSA 1 ne4yann»

ApBo MapT, «CMmunynca» | Miserere
XOp M apTUCTbl opkecTpa musicAeterna
KamepHbIn xop «DectrHoO» | Festino
MonoaexXHbivt hecTMBanbHbIN XOp
onpwxep Teopop KypeHT3umc

M 23:59 18+

YactHaa punapmMonusa «Tpruymd»
21eKTPOaKyCTUHECKIMM MeEPGHOPMaHC
«31-9 rekcarpamma»

Bnagmummnp MapTeiHOB, opTennaHo
TaTbsiHa TPUHAOEHKO, CKpUMKa

Apkagum MnKyHOB, CakCOOH,
nanB-31eKTPOHMKA

MaBesn MaHbKOBCKMI, 1aniB-3M1EKTPOHMKA

16.06 &1

19:00 16+

OK nmenn ConpaTtoa
TaHLIeBabHbIV CNeKTaK/lb
«Xopa»

xopeorpad Oxag HaapwH
TaHLeBanbHaa Tpynna gectmsans
Context. Diana Vishneva

W 21:00 12+

OpraHHbI 3an MNepmckon GunapMoHum
XOPOBOU KOHLEPT

Bnagnmup MapTtbiHOB

«Mnay Nepemun»

KamepHbIn xop «DecTHO» | Festino
ovpwvxep AnekcaHgpa Makaposa

M 21:15 18+

CriekTaksib
«Yawa»n**

M 23:30 16+

YactHaa punapmoHus «Tpruym»
KaMepHbI KOHLIepT

«My3blka Ansl NycTon KOMHaTbI» |
Music for an Empty Room

counHeHnsa Kupunna Apxunosa, Anekced
PetnHckoro, AHgpeaca Mycryknca
apTUCTbI OpKecTpa 1 xopa musicAeterna

©ecnnaTHbIN TpaHCcdep OT MepMCKoM XyA0XKECTBEHHON ranepeu

15.06 mon

M 18:00 12+

Private Philharmonic ‘Triumph’
choral concert

David Lang, ‘the writings’
Russian premiere

Intrada Vocal Ensemble
conductor Gleb Kardasevich

20:00 18+

Perm Opera and Ballet Theatre
choreographic opera

Francis Poulenc

‘La voix humaine’

director and choreographer
Andrey Kaydanovskiy
conductor Karen Durgaryan
Perm Opera and Ballet Theatre
Orchestra

conductor Vladimir Tkachenko
ballerina Daria Pavlenko
mezzo-soprano Yulia Matochkina

M 21:15 18+

performance

‘The Thicket'**

directors: Anton Adasinsky,
Nikita Vasiliev

W 22:00 12+

House of Music

concert

Gyorgy Kurtag, 'Songs

of Despair and Sorrow’

Arvo Part, 'Miserere'’
musicAeterna Choir and artists of
the musicAeterna Orchestra
Festino Chamber Choir

Youth Festival Choir

conductor Teodor Currentzis

23:59 18+

Private Philharmonic ‘Triumph’
electroacoustic performance
'Hexagram 31’

Vladimir Martynov, piano
Tatyana Grindenko, violin
Arkady Pikunov, saxophone,
live electronics

Pavel Pankovsky, live electronics

16.06 tue

19:00 16+

Soldatov Culture Palace
dance performance

'Hora’

choreographer Ohad Naharin
dance troupe of the Context.
Diana Vishneva Festival

M 21:00 12+

Perm Philharmonic Organ Concert Hall
choral concert

Vladimir Martynov

'Lamentations of Jeremiah'

Festino Chamber Choir

conductor Alexandra Makarova

M 21:15 18+

performance
‘The Thicket'**

M 23:30 16+

Private Philharmonic ‘Triumph’
chamber concert

'Music for an Empty Room’

music by Cyrille Arkhipov,

Alexey Retinsky, Andreas Moustoukis
artists of the musicAeterna Orchestra
and Choir

free shuttle departure from the Perm Art Gallery



17.06 cp

M 11:00 22:00 12+

MepMckas XyLoXeCTBEHHas ranepes
«[opu30oHTBLI [1»

nepgpopMaTUBHbIN KOHLiePT
«XopoBow nNpomMeHaa»
MonoaexHbit hecTMBanbHbIN XOp
XOpMencTep 1 ampuxep

Butanum MonoHckmm

M 18:00 22:00 18+

THO3, Manbiv 3an
crieKTakiib-gaHTacMaropus
«lunHoTeaTp bpaHko Aywiunya»
pexuccep Hukuta Bacunoes

B ponax:

Bnapumunp AnTunos, Erop AsepuH,
Banepusa KacbaHoBa, AMnTpuni Pbixos
My3blKaslbHOe COMPOBOXAEHME:
«Mafiep HopT» | mader nort

M 21:15 18+

ClreKkTaksib
«Yawan**

M 23:00 16+

MNonsemHas napkoska «Kpucrann»
«[opV30HTLI [»

MOHOOMepa Ha SKyTCKOM 53blke
«OnoHxocyT»

KomMnosutop Hukmnopop fAkosnes
anpwxep Angpen CepoB
pexuccep-KoHLenTMenkep

Cawa LWymunmH

conuct Ceprert ManvHuH
nepdgopmep AHHa CbipoBaTckas
WNHCTPYMEHTanbHbIM aHcambnb CTyamm
HOBOW My3bIKM

18.06 ur

M 11:00 12+

MepmMckas Xy[oXeCTBEHHas ranepes
«fopu30oHTLI [I»

neppopMaTUBHbIN KOHLiepT
«XopoBow nNpomMeHag»
XOpMencTep 1 anpuxep

Butanum MonoHckmmn

I 18:00 21:00 12+

My3en coBpeMeHHOro MCKycCTBa
MEPMM

MYIBTUMELNVIHBIN KOHLIepT

C MPOCTPaHCTBEHHbIM 3BYKOM
«Anbdpep, LLIHNTKe. OpKecTp
rPOMKOroBopUTENen»
XYL,OXECTBEHHbIV PYyKOBOAUTEND
1 aBTOp npoekTa Oner Hecrepos
OVpUXKep akyCMOHWYMa

Nnbs CmcpoKaT | SymphoCat
BMOEOVHCTANNALMS 1 CLeHorpadums:
HOnHa KapamaH

M 21:15 18+

CreKTak/ib
«Yawan**

M 22:00 12+

MepmcKas XyOooXeCcTBeHHan ranepes
«[opW30HTLI [»

nepgopmMaTnBHbIV KOHLUEPT
«XopoBow nNpomMeHap»

ovpumxep Cepadpum fkosnes

©ecnnaTHbIN TpaHCcdep OT MepMCKOM XyA0XKECTBEHHON ranepeu

17.06 wed

M 11:00 22:00 12+

Perm Art Gallery

"Horizons D’

performative concert
‘Choral promenade’
Youth Festival Choir
choirmaster and conductor
Vitaly Polonsky

M 18:00 22:00 18+

Perm Youth Spectator Theatre,

Small Hall

phantasmagoric performance
‘Branko Dusi¢'s hypnotheatre’
stage director Nikita Vasiliev
performers:

Vladimir Antipov, Egor Averin,
Valeria Kasyanova, Dmitry Ryzhov
musical accompaniment: mader nort

M 21:15 18+

performance
‘The Thicket'**

M 23:00 16+

Crystal Cinema Hall

Underground Parking

‘Horizons D’

mono opera in the Yakut language
'Olonkhosut’

composer Nikifor Yakovlev
conductor Andrey Serov

stage director and conceptmaker
Sasha Shumilin

soloist Sergey Malinin

performer Anna Syrovatskaya
instrumental ensemble of the Studio
for New Music

18.06 thu

M 11:00 12+

Perm Art Gallery

‘Horizons D’

performative concert
‘Choral promenade’
choirmaster and conductor
Vitaly Polonsky

I 18:00 21:00 12+

PERMM Museum of
Contemporary Art

multimedia concert with spatial audio
'Schnittke live (E+U).
Loudspeakers orchestra’

artistic director and project author
Oleg Nesterov

conductor of the acousmonium
llya SymphoCat

video installation and set design:
Dina Karaman

M 21:15 18+

performance
'The Thicket'**

W 22:00 12+

Perm Art Gallery

‘Horizons D’

performative concert
'Choral promenade’
conductor Serafim Yakovlev

free shuttle departure from the Perm Art Gallery



19.06 nr

M 15:00 12+

MepMcKUM ryMaHUTapHO-
nefarorv4ecknii yHuBepcmuTet
«fopu3oHTbI [I»

onepa-Bepbatim

«Tpn cectpbi»

KomMnosutop AHHa locnenosa
pexuccep BukTopms ArapkoBsa
anpwxep MeaH BuHorpagos

B ponsx:

Hapbsa CenesHeBa, Mapus [eesa,
AHHa Xonmosckas, iBaH BuHorpagos

M 18:00 12+

Teatp «banet EereHns MaHdpunosa»
«[opV30HTbI [»
Xopeorpapudeckuii nepgdopmMaHC
«CuHTeTNYeckasa mopdonorna»
aBTop naen AHactacns AnexvHa
pexuccep tOpuin KBATKOBCKUI
pexmuccep, xopeorpad

AnekcaHgp Yenupse

xopeorpad CoHs fonomon3nHa
Komno3uTopbl: AMuTpun Masypos,
PomaH ManaskuH

M 20:00 16+

oM My3bikn

LepemMoHums

«Pamo. 3Byk cBeTa — 2»
My3blKanbHbIN PyKOBOAMTENb

v gupwxep Teogop KypeHT3mnc
pexuccep Enunzaseta Mopo3s
xopMmencrep Butanui MonoHcKmin
xopeorpad AHactacums lNelukoBa
apTUCTbl AKagemMum

MMeHU AHTOHa PyOuHLWTENHa
opKecTp 1 xop musicAeterna
Tpynna musicAeterna TaHel, |
musicAeterna Dance

W 23:00 16+

YactHaa punapmonusa «Tpruymd»
KOHLIEPT 3THUYECKOM MY3bIKA
Hacnp Llamma n aHcam6nb
Hacup LLlamma, apabckas nioTHs

Kapnoc MuHbsiHa, rutapa gnamMeHko

XyccenH 3axaBu, gad, nepkyccus

20.06 c6

M 15:00 12+

MepMcKM ryMaHUTapHO-
nefarornyecknin yH1MBepcuTeT
«[OPU30OHTLI [I»
orepa-sepbatiim

«Tpu cecTpbi»

M 18:00 18+

My3en COBpeEMEHHOro 1CKYCCTBa
MEPMM

«[opW30HTLI [»
nepgopmMaHc-MaH1pectT
«Pycckas kpacoTta»

aBTOP VIAEN, pexuccep,
nepdopmep Banepwsa Baga
KypaTtop tOpuin KBsTKOBCKUI

M 20:00 16+

oM My3bikn

3AKPbITUE OECTUBAJSTA
LepeMoHus

«Pamo. 3Byk cBeTa — 2»

W 23:00 18+

YactHaa punapmoHus «Tpruymg»
KOHLIePT asibTepHaTUBHOM My3biKi
AaruneB.Houb:
«MexaHn4eckun nec»

19.06 i

M 15:00 12+

Perm Humanitarian

Pedagogical University
'Horizons D’

opera verbatim

'Three Sisters’

composer Anna Pospelova
stage director Victoria Agarkova
conductor Ivan Vinogradov
performers:

Daria Seleznyova, Maria Deyeva,
Anna Kholmovskaya, Ivan Vinogradov

M 18:00 12+

Evgeny Panfilov Ballet Theatre
"Horizons D’

choreographic performance
'Synthetic morphology’
author of the idea

Anastasia Alyokhina

director Yuri Kvyatkovsky
stage director and choreographer
Alexander Chelidze

stage choreographer

Sonya Golomolzina
composers: Dmitry Mazurov,
Roman Malyavkin

M 20:00 16+

House of Music

ceremony

‘Rameau. The Sound of Light. Vol. 2*
musical director and conductor
Teodor Currentzis

stage director Elizaveta Moroz
choirmaster Vitaly Polonsky
choreographer Anastasia Peshkova
artists of the Anton Rubinstein
Academy

musicAeterna Orchestra and Choir
musicAeterna Dance

W 23:00 16+

Private Philharmonic ‘Triumph’

ethnic music concert

Naseer Shamma and the ensemble
Naseer Shamma, Arabic oud

Carlos Pinana, flamenco guitar
Hussein Zahawy, daf, percussion

20.06 sat

M 15:00 12+

Perm Humanitarian
Pedagogical University
‘Horizons D’

opera verbatim
"Three Sisters’

M 18:00 18+

PERMM Museum

of Contemporary Art
‘Horizons D’

performance manifesto
'Russian beauty’

author of the idea, director,
and performer Valeria Vava
curator Yuri Kvyatkovsky

M 20:00 16+

House of Music

FESTIVAL CLOSING

ceremony

‘Rameau. The Sound of Light. Vol. 2*

W 23:00 18+

Private Philharmonic ‘Triumph’
alternative music concert
Diaghilev.Night:

'The Mechanical Dog’
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BecKoHe4yHaA paaoCTb Urpbl

O YetBepTor cumdoHuu JlroaBura BaH beTxoBeHa

AHTOH CBEeT/INYHbIN

Jletom 1806-r0 berxoBeH KpymnHO noccopumca ¢ kHa3em Kapnom JIMXHOBCKMM —
OPYroM 1 CNOHCOPOM, B YbeM [OME OH XWJ B NepBble BEHCKME FOAbl, NOCBALLAsN
€My COYMHEeHMS 1 Nony4as B3aMeH exerofHoe copepxaHue. byayynm roctem B 3a-
rOPOLAHOM MOMECTbe KHA3M, KOMMO3UTOP OTKa3anca urpatb AN NpUrnaLleHHbIX
K 0benly dpaHUy3CckMX ODULEPOB, OAMH 13 KOTOPbIX ero ockopOus, 1 3anepcs
y cebs B KOMHaTe. Pa3o3neHHbIN KHA3b B3/IoOMan ABepb 1 ODHapyXunn 3a Helt bet-
XOBEHa CO CTYJIOM B pyKax, roTOBOro K cpakeHuto. Ccopy, rpo3uBLLYIO nepepactu
B OOMbLIOW BENMKOCBETCKNI CKaHAas, NPeKpaTUInN BOBPeEMS NOLOCNEBLUME FOCTU;
OOHWM U3 HUX Obin rpad PpaHu doH Onnepcaopd.

Heckonbko MecaueB cnycts Onnepcaopd mnopydmn CBOemMy MpvBaTHOMY
OPKeCTpy MCnonHUTb BTopylo cnmdoHmio beTxoBeHa, a BCed 3a 3TUM 3akasan
KOMMo3MTopy HOBYtO. Ha paboyem cTone y beTxoBeHa nexana Hadatas CcUMQOHUs,
M3BeCTHasA HaM Kak [19Tas, HO OH PeLUnsT OTAOXNUTb ee 1 COYUHUTL Apyryto. Mpuyun-
Hbl 3TOTO pPeLIeHNs JONOAJIMHHO HEM3BECTHbI: TO N1 OyayLIMIA onycC yxe Obin obe-
LLaH OpyroMy apucTokpaty, TO v rpad B LLefloM NpeanoymnTan My3biky NOM3ALLHEN,
a HaCTOMYMBbLIN CTYK CyAbbbl B ABepb BAOOABOK BbI3blBasl HEMPUATHbIE BOCMOMM-
HaHus 06 0OCTOATENBCTBAX MX 3HAKOMCTBA. Tak MMM MHaYe, B KpaTyanLime Cpokm
1 NoYTM 6e3 3CKM30B BeTXOBEH CO3Mall HOBYIO MAapTUTYpPY. XOTS, MO YCIOBUAM 3aKa-
3a, Onnepcoopdy A0CTaBancs NonyrofgoBOV 3KCKMO3MB, UCMOHEHUE CUMMOHNN
CMNaMm ero opkecTpa He coctoanock. B mapte 1807-ro ee coirpann B AOME KHA3A
JlobkoBMLA — BO3MOXHO, B TOM e 3ane, rae TpeMs rogamun paHee npowna ne-
reHAgapHas, BolleaLwas B UCTOPUIO My3blKi Npembepa beTxoBeHckom TpeTben. fog
CNycTs B BeHCKOM byprreatpe YeTBepTyto Brepsble ycbilana Wnpokas nyonuvka.

KpUTuKn 1 Kosinerv BCTPETUAY HOBYIO CUMMOHUIO C 3HTY3Ma3MoM. MeHaenb-
COH BbIDpan ee Ans Auvpuxepckoro Aeblota ¢ opkectpoM leBaHaxay3a, bepnvos
Ha3Ban MeOJIEHHYIO YacTb «TBOPeHWeM apxaHrena Mwuxauna, a He YenoBekay.
HepoBoneH octancs passe 4to Mosiofon BebGep, yBuaeBWMA B YeTBepTON «KO-
POTKME, PAa3PO3HEHHbIE, HECBSA3aHHbIE MOEW» 1 NpeHebpexeHue npaBunamm (31o,
BMpOYEM, He MoMeLlano ero COOCTBEHHOMY OPKeCTPOBOMY CTUIIO CHOPMUPOBATH-
€S MOA, OTHETNMBbLIM BETXOBEHCKMM BIIMSIHWEM). [10A0OHO OCTanbHbIM CUMAOHWSAM
BeTxoBeHa, co BpemeHeM YeTBepTasi NPOYHO OOOCHOBANAach B CUMQOHUYECKOM
KaHOHe. B ClMCKM «NIyHLWnX», «JIOBUMbBIX» UMK «CaMblX BIUATENbHbLIX» Npeacra-
BUTENbHYIL, XaHpa ee BKIYaOT HeyacTo — yxe B 1831 rofy >XypHanucrbl oTme-
4anu, 4To B admLlax OHa BCTPeYaeTca pexke ApyrMx. Ho 310 He fenaet ee Xyxe.
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The Endless Joy of Playing

On the Fourth Symphony by Ludwig van Beethoven

Anton Svetlichny

In the summer of 1806, Beethoven had a major quarrel with Prince Karl Lichnowsky,
a friend and sponsor, in whose house he lived in his early years in Vienna, dedicat-
ing compositions to him and receiving an annual allowance in return. As a guest
at the prince’s country estate, the composer refused to play for the French officers
invited to dinner, one of whom insulted him, and locked himself in his bedroom.
The prince, enraged, burst the door in and found Beethoven armed with a chair,
ready for battle. The quarrel, which threatened to escalate into a major high-society
scandal, was ended by the guests who arrived in time; Count Franz von Oppers-
dorff was one of them.

A few months later, Oppersdorff engaged his private orchestra to perform
Beethoven’s Second Symphony, and after that he commissioned a new one from
the composer. Beethoven at his desk had the symphony he had already begun to
work on, known to us as the Fifth, but he decided to put it aside and compose an-
other one. The reasons for this decision are not known for certain — either the fu-
ture opus had already been promised to another aristocrat, or the count generally
preferred more delicate music, while fate's persistent knocking on the door also
evoked unpleasant memories of the circumstances of their acquaintance. In any
case, in the shortest time possible and with almost no sketches, Beethoven created
a new score. Although, according to the terms of the commission, Oppersdorff
received a six-month exclusive right, the premiere of the symphony with his or-
chestra did not happen. In March 1807, the new symphony was played at Prince
Lobkowitz" house, possibly in the same hall where the legendary premiere of Beet-
hoven'’s Third Symphony, which went down in music history, had taken place three
years earlier. A year later, the Fourth Symphony was performed for the first time
for the general public at the Vienna Burgtheater.

Critics and colleagues greeted the new symphony with enthusiasm. Men-
delssohn chose it for his conducting debut with the Gewandhausorchester, Ber-
lioz called the slow movement “the creation of archangel Michael, not a human”.
The only dissatisfied person was the young Weber, who saw in the Fourth “short,
disjointed, unrelated ideas” and disregard for the rules — nevertheless, this did
not prevent his own orchestral style from being formed under the distinct Beet-
hoven influence. Like the rest of Beethoven’s symphonies, over time the Fourth
became firmly established in the symphonic canon. It is not so often that this
symphony is listed as the ‘best’, ‘favourite’, or ‘most influential’ representatives
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Ckopee el NPOCTO He MOBE30 C cocefdMn. He cy4amHO camoe LUTIpyeMoe Bbl-
CKa3blBaHWe 0 YeTBepToM NpMHaanexumT LLlymaHy, CpaBHMBLLEMY ee CO «CTPONHOM
SNMHCKOW LEBYLLIKOV MEXY ABYMS CEBEPHBIMU UCMONIMHAMMY»; MOXOXas CybOa
[0CTanack 22-1 opTennmaHHon coHate beTxoBeHa, yroamBLuen B MpOCBET MeXay
«ABPOPON» 1 «ANNACCUOHATOMY.

CTpaBUHCKWUI, MpencTaBuUTeNb MPOTMBOMOMNOXHOIO OETXOBEHCKOMY 3CTeTu-
4eckoro narepsi, 3asBnss C OOblMHbIM AN Cebs monemMmyeckM 3af0poM, HTO
TepneTb He MOXET HeyeTHble CUMMOHMIK BeTxoBeHa, CiefioM Bce Xe [0baBnsn:
«A BOT YeTHble — 3amedaTenbHaa My3bikal» C onpefeneHHon [ONen YyCIOBHOCTH
B CMM@OHMAX beTxoBeHa B caMOM Aene MOXHO YBWAETb He OOMH LMKI, a Yepe-
noBaHue AByx. «CUM@OHMN Oyaylero», TMTaHUYeCKUMK YyCUNMaMU ABuratoLme
4enoBeyecTBO Brepen — K fyywemMy MUpY, NPOrpeccy M HOBbIM My3blKanbHbIM
OTKPOBEHUAM, — YepeayloTca C «CUMMOHUAMY HACTOALLEro», B KOTOPbIX NMPK-
YyeckKe repon HacaxaaloTcs NNoJamMM CBOUX CBEPLUEHUI, @ My3blka He MblTaeTcs
pagvKanbHbIMKU XecTamMy nepeonpefendTb dCTeTnyeckme rpaHuvubl. Katactpodum-
yeckue 0e3fHbl U TpuymdarnbHble BbiCM TpeTbel CUMMOHUM CMeHsoTCs B YeT-
BepTOn 6€33a00THBIM M MOYTU HUYEM HE OMPaYeHHbIM My3blKaNlbHbIM BECESTLEM.
Ee opkecTpoBbIV COCTaB CKPOMHee, TOHasbHble MAaHbl MPOLLE, KOHTPACTbl Msrye,
a NPOAOIKUTENBHOCTb MOYTV BABOE MEHbLUE, YeM Y NpefLlecTBeHHULbl. Ha He-
CKOJIbKO OCeHHKX Hefenb 1806 rofa KOMMO3UTOP CSIOBHO MEPEHOCUTCS MbICIAMMA
Ha3apn, B XVIII Bek, BepHYBLIMCb K MOAeNU JIOHAOHCKMX CUMMOHUI TanaHa.

Maynb bekkep 1 Mapk ApaHOBCKMI B CBOE BPEMS MPEANONOXMAN, HTO XaHp
CMMOHMM nocne beTxoBeHa M BO MHOTOM €ro yCUnusMu B3sn Ha cebst porb npex-
HNX MecC 1 cTpacter, GopMUPYs KOMNEKTUBHYIO MOEHTUYHOCTb M MPOroBapuBas
3BYKaMU KapTUHY MMpa HOBOWM 3MoXW. ECnm 3Ta runotesa BepHa, TO LLEPKOBHbIM
aHanorom YeTBepTon, BEpPOsSTHO, MOra Obl 0Ka3aTbcs PoXaeCTBeHCKas opaTopus.
PomeH PonnaH HasbiBan YeTBepTyio «HUCTbIM LIBETKOM, XpaHALWMM GnaroyxaHue
CaMbIX SICHbIX AHeN B XW3HW beTxoBeHa». bepnunos BUOEN B HeW «MOSHbIN OTKa3
OT Ofbl 1 3NEern», To ecTb OT BO3BbILLIEHHbIX 1 CKOPOHbIX 0OPa30B; 3a MCKIoYe-
HMeM NepBOVI MUHYTbI, X B CUMMOHUM 1 B caMOM fene HeT. [1Ba KoHuepTa, Ckpu-
MUYHBIV 1 YeTBepTbin opTENMaHHBIN, CTOALLME PSAOM C CUMMOHMEN B OMYCHOM
KaTanore beTxoBeHa, HaMoOMHeHbl €AMHbIM C Hel Y4yBCTBOM — YUCTOM PafoCTbio
TENNOro NIETHErO COMHEYHOrO AHS, Ha MUHYTY 3abbIBLUEro O Tpareamm XXU3HN.

Cn-6emorb Maxop, B KOTOPOM HamucaHbl TPX HacTh CUMMOHNN 13 YeTbIpeX,
B OeTXOBEHCKOe BpeMs TAroTen K obpa3am, NMLIEeHHbIM Kak MOMMe3HOCTH, Tak
N W3NWLIHEro Ncuxonornsma. ABTOPbl My3blkanbHbIX CIOBapen npegnarann Bbl-
paxkaTb C MOMOLLbIO 3TOM TOHANbHOCTM «J0OpOe pacnofioXeHve ayxa, Hagexmy
N YCTPEMEHHOCTb K NyyLlemMy Mupy». Mimn-6emorb Maxop MeasIeHHOM YacTu ObIn
TOHaNbHOCTbIO FePOMYECKOM, HO MOT BbipaXaTb Takxke «ToH NobBU 1 brnarorose-
HMs» — BeTXOBeH, BO3MOXHO, VIMeNl B BWAY 3TOT ABOVHOW CMbIC/, COMOCTaBAsAs
B cBoeM Adagio poMaHCOByl0 MenoAmio U BoeHHble GapabaHbl. KTo-To ckJo-
HeH pacno3HaBaTb B 3TOW My3blke Clefbl POMaHTUYECKMX 4yBCTB KOMMO3UTOPa

20

11.06 12.06 beethoven. mozart

of the genre — as early as 1831, journalists noted that in posters it appears less
than others. However, that does not make it any worse. Rather, it was just unlucky
with its neighbours. It is no coincidence that the most quoted statement about
the Fourth Symphony belongs to Schumann, who compared it to “a slender Hellenic
maiden between two Nordic giants”. A similar fate awaited Beethoven'’s 22" Piano
Sonata, which fell into the gap between Aurora and Appassionata.

Stravinsky, a representative of the aesthetic camp opposite to Beethoven’s,
declared with his usual polemical fervour that he detested Beethoven's odd-
numbered symphonies, and added: “But the even-numbered ones are wonderful
music!” With a certain degree of convention, in Beethoven’s symphonies, one
can actually see not one cycle but an alternation of two. The ‘symphonies of
the future’, which with titanic efforts move humanity forward — towards a better
world, progress, and new musical revelations — alternate with the ‘symphonies
of the present’, in which the lyrical characters enjoy the fruits of their achieve-
ments, and the music does not try to radically redefine aesthetic boundaries.
The catastrophic abysses and triumphant heights of the Third Symphony are re-
placed in the Fourth by carefree and almost undisturbed musical joy. Its orchestral
composition is more modest, the tonal plans are simpler, the contrasts are softer,
and the duration is almost half shorter than that of its predecessor. For a few
weeks in the autumn of 1806, the composer seemed to be transported back to
the 18" century, returning to the model of Haydn's London symphonies.

Paul Bekker and Mark Aranovsky once suggested that the symphony genre,
after Beethoven and in many ways through his efforts, took on the role of former
masses and passions, forming a collective identity and articulating the sounds
of the world view of a new era. If this hypothesis is correct, then the church
equivalent of the Fourth Symphony could probably be the Weihnachtsoratorium.
Romain Rolland deemed the Fourth “a pure fragrant flower which treasures up
the perfume of these days, the calmest in all his life”. Berlioz saw in it “a complete
rejection of ode and elegy”, that is, of lofty and mournful images — with the ex-
ception of the first minute, they really do not exist in the symphony. The Violin
and Fourth Piano concerti, which stand next to the symphony in Beethoven's
opus catalogue, are filled with the same feeling as it is — the pure joy of a warm
summer sunny day, which for a moment forgot about the tragedy of life.

In B-flat major, in which three movements of a four-movement symphony are
written, in Beethoven'’s time gravitated towards images devoid of both pomposity
and excessive psychologism. The authors of musical dictionaries suggested using
this key to express “good spirits, hope, and aspiration for a better world”. The E-flat
major of the slow movement was a heroic key, but it could also express a ‘tone
of love and reverence’ — Beethoven may have had this double meaning in mind
when comparing a romantic song melody and military drums in his Adagio. Some
people tend to recognise in this music traces of the composer’s romantic feelings
for the sisters Josephine and Charlotte Brunsvik, with whom he visited in Hungary
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K cecTpaM XosedwuHe 1 LLlapnotre BpyHCBMK, Yy KOTOPbIX OH rOCTU B BeHrpum
netoM 1806 ropa. LLlymaH, HanpoTuBe, BUAWT 34eCb KOMW3M U CPaBHWBAET NNPU-
yeckoro repost ¢ ManbcradoM, HeYAAUNMBbLIM BIIIOONEHHbIM.

EOMHCTBEHHBIM  pa3fenioM CUM@OHWM, MOSIHOCTBIO JINLLEHHBIM  KOMU3Ma
N 6e33ab0THOCTI, OKa3blBAeTCA BCTYMMeHWe K nepBon 4YacTu. OHO HavMHaetcs
B Cu-DemMoNib MUHOpE — TOHaNbHOCTM, B KOTOPOW TOrdallHWe 3CTeTudeckue
TpaKTaTbl YrafblBanuy HOYHYIO TbMy U CUMMNTOMbI MeflaHxonuu. BcrynneHuve, npo-
TUBOMOCTAaBNEHHOe BCeN Mocneaylollen My3bike CUMMOHUM, — W3NI0ONEHHbIN
dopmMarbHbIn Npuem lanaHa; 13 ero cUMdOHNI Bnvxe apyrix K GeTXOBEHCKON
oKa3blBaloTcs 98- (MefneHHoe BCTyMneHWe B TOM Xe Cu-0emMonb MUHope)
n 102-9 (TakKe Ha4MHAIOWANCA C TUXOro OPKECTPOBOrO TYTTU Ha BblAeP>KaHHOM
3Byke). Ho y BeTxoBeHa KOHTPACT 3a0CTPeH: ero Mpak rmybxe, a CBET Ny4e3apHen.
B MaTton cumboHnM nobefa Hak cunaMm ToMbl NOTPeOYET Tpex YacTen 1 NOfHOrO
Hanps>XeHWs TBOpYeCckMx cun. B YeTBepTon Ansa Hee xBaTaeT 38 TakToB — Mnocsie
3TOro CLeHy BNNoTb A0 duHana 3anmMBaeT yTonmyeckoe CosHue 6eckoHeYHoW pa-
noctHom vrpel. Yepe3s 80 net Manep, BCO XUW3Hb MNOAOUMPaBLINIA KITIOHN K 3TON
yTOMUK, MPOLMUTUPYET OETXOBEHCKOe BCTynseHWe B CBoer epBOM CUMMOHUM
1 OTNPaBUT ee repos B MyTb C MENOAMEN, MO3aMMCTBOBAHHOM M3 MacTOpanbHbIX
Haurpbillen NobOYHOM TeMbl MEPBOr0 COHATHOO annerpo.

Mo cBoemy obbl4alo, beTxoBeH 3aknafblBaeT B NapTUTypy YeTBepTor MHOXe-
CTBO [€Tanemn, PacCHMTaHHbIX Ha NUCKYLLEeHHbIX cyLlaTenen, 3HakoMblx C npaBuia-
MW My3bIKallbHOM Urpbl. YacT cUM@OHMK 0OMNBHO CBA3aHbl Mexay cobon me-
NOAMNYECKUMU HUTAMU, HAMMSAHBIMU U He O4YeHb: 31r3aroobpasHas Tema nepeomn
4acTu, K MpUMepy, He TOfIbKO BO3BPALLAeTCA B CKepLO, FAe ee TPYAHO He 3aMeTuTb,
HO 1 CNYXUT HEeOYEBUIHBIM KapkacoM AJis BMOMOHYeNbHbIX Naccaxen B Adagio.
[lBe rpynnbl CKPUMOK MrpatoT mexay cobor B LOTOHANKKM, CO34aBas M3sLLHble
cTepeodoHmyeckme 3dekTbl. TPeMOoNo NIUTaBp TOpYaT M3 OpKecTpa Kak reo3fb
13 OOTUHKa — 13-33 CMeSTION CMeHbl TOHANbHOCTEN OAMH U TOT XXe 3BYK Nooyepes-
HO OKa3bIBAeTCA TO KOHCOHAaHCOM, TO AVCCOHAHCOM. B durHane skCLeHTPUYHOCTL
OeTXOBEHCKOrO oMOpa ycnnmBaeTcs. «MeHs 3aCTaBuaun ckakaTb, Kak AMKOro Ko3-
na, Y NPeBpaTUTLCS B MPOCTYIO CKPUMKY, HTOObI UCMONHATL O6CCMBbICIEHHbIE MAEN
rocnogmnHa Komnosutopa» — B BOODpaxeHM Bebepa Tak xanoBancs BbIMbILLEH-
HbI KOHTPabac 3a KynmMcamm nocne KoHLEepTa. 3HaMeH1Toe coso aroTa B penpu-
3e MHana HanMcaHo HacTomNbKO HeydobHO, YTO Aaxke [ABa Beka CNycTs NMPUBOANT
MYy3bIKaHTOB B TpereT. B HoTax oHO nomeyeHo pemapkon dolce («HexXHo»), 1 3To
CII0KHO BOCMPUHATE MHaye Kak HaMepeHHOe M3L4EeBaTeNbCTBO — He WCKIIIOYEHO,
41O beTxoBeHy 4eM-To Haconun aroTUcT 13 opkecTpa rpada Onnepcoopda.

BO3MOXHO, caMbii MOOOMBITHBIA 3MN30[, B KOHLEPTHOM UCTOpUKN YeTBepTon
CMM@OHUM CBA3aH He C UNaPMOHNYECKMM 3a50M, a C My3blKanbHbIM TEaTPOM.
B 1923 rogy B lMeTtporpage ®enop JlonyxoB NoctaBWn Ha My3blKy CUMQOHUM
Canet «Bennyne MUpo3daHMs». BaxHyl0 ponb B MOCTAHOBKe CbIrpan MOJSIOAoM
lfeoprun banaH4mBagse. Mo 3ambIC/ly aBTOPOB, My3blka M TaHeL, AOMKHbI Oblin
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in the summer of 1806. Schumann, on the contrary, sees comedy here and com-
pares the lyrical subject with Falstaff, an unfortunate lover.

The only section of the symphony completely devoid of comedy and insou-
ciance is the introduction to the first movement. It begins in B-flat minor, a key
in which aesthetic treatises of the time gauged the darkness of the night and
the symptoms of melancholy. The introduction, set against all the subsequent music
of the symphony, is Haydn’s favourite formal device. Of his symphonies, the 98%
with a slow introduction in the same B-flat minor, and the 102", also beginning
with a quiet orchestral tutti on a sustained sound, are the closest to Beethoven's.
Yet Beethoven’s contrast is sharper: his darkness is deeper, and his light is more
radiant. In the Fifth Symphony, victory over the forces of darkness will require three
movements and full creative effort. In the Fourth Symphony, 38 bars are enough for
that — henceforth, the utopian sun of endless joyful play floods the stage right up
to the finale. Eighty years later, Mahler, who had spent his whole life searching for
the keys to this utopia, would quote Beethoven's introduction in his First Symphony
and send its lyrical subject on his way with a melody borrowed from the pastoral
melodies of the side theme of the first allegro sonata.

As was his custom, Beethoven included many details in the score of Fourth
Symphony, crafting it for sophisticated listeners familiar with the rules of musical
performance. The symphony’s movements are richly interconnected by melodic
threads, both obvious and subtle. For example, the zigzag theme of the first move-
ment returns prominently in the scherzo and also serves as a subtle framework for
the cello passages in the Adagio. Two groups of violins play catch-up with each
other, creating elegant stereo effects. Timpani tremolos stick out of the orchestra
like a nail out of a shoe — due to the bold change of keys, the same sound al-
ternately turns out to be consonance or dissonance. In the finale, the eccentricity
of Beethoven’s humour intensifies. “I have been made to caper about like a wild
goat, and to turn myself into a mere fiddle to execute the no-ideas of Mr Com-
poser,” the fictional double bass complained backstage after the concert in Weber’s
imagination. The famous bassoon solo in the reprise of the finale is written so
inconveniently that even two centuries later it thrills the musicians. In the score,
it is marked with dolce (gently), but this instruction seems almost like deliberate
mockery — it is possible that Beethoven was annoyed by the bassoonist from Count
Oppersdorff's orchestra.

Perhaps the most curious episode in the concert history of the Fourth Sympho-
ny is related not to a philharmonic hall but to a musical theatre. In 1923, in Pe-
trograd, Fyodor Lopukhov staged the ballet The Greatness of the Universe set to
the music of the symphony. An important role in the production was interpreted
by the young Georgy Balanchivadze. According to the creators, the music and
dance were intended to inspire the audience with abstract ideas: the sections of
the performance had generalised titles (Formation of Light, Thermal Energy, Joy
of Existence, etc.), and on the final chords, the dancers formed a sculptural group
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BHyLWaTb Nyonvke abCTpakTHble MAOEU: YacTW CMNeKTakns UMenn o0oOLLEHHbIe Ha-
3BaHus («Obpa3oBaHMe cBeTa», «TensoBas 3Heprus», «PafocTb CyLecTBOBaHMSA»
M T N.), @ Ha UHaNbHbIX akKopAax TaHLOPbl BbICTPAMBANMCL B CKYNbNTYPHYIO
rpynmny, BblpaxaBLUylo CamMo MOHATME MUpo3daHus. banet Obin nokasaH B OAMH
Beyvep ¢ «JlebeamHbIM 03epOM» U He BbI3BaNl y 3puUTeNer HUKakow peakumm —
HW OBaUMM, HW CBUCTA. PaBHOAylMe NyOnmMKM OKas3anocb nepeioMHbIM (hakTo-
POM — CMeKTaKmb CHANW C penepTyapa, a COBETCKUIM 1 3apybeXHbIV KnacCn4eckumii
TaHeLl, C 3TOro MOMeHTa MOLUM Jasblie pa3HbiMKn goporaMu. banandmsagse Yepes
rofi rnocsie npoasna sMurprpoBan B EBpony, nony4ymn mecro xopeorpada B Ballets
russes [darmnesa v BCKOpe CTajl U3BecteH MmMpy Kak [xopax banaH4mH. B CCCP
Xe YyTBepOMNCs CIOXETHbIM Apambanert. «JlebenmHoe 03epo» noHeMHory obpesno
CTaTyC KYNbTYPHOro CMMBOJA 3MoxK, a 6aneTbl-CUMMOHUM He MOSBAAINCL Ha CO-
BETCKOW cleHe BMnoTb Ao 1961 roaa, korga Mropb benbckmin B3ancsa 3a JIeHWH-
rpagckyto cumonmio LLloctakoBrya. Ho 310 yxke coBcem Apyras MCTOpPUS.

daHTasuitHanA U YHUBepcabHaA

BapoKKo U ranaHTHOCTb B CUMbOHMU «HOnuTep»
PomaH HacoHoB

He nocnegHui Yenosek B MoLapToBeaeHUn, Anbdpes DVHLITENH YMeN BblpaxaTb
cBOM Mblcnn  kpacmBo. @DuHan cumdoHun  «fOnuTep» OH 0003HauYMN  Kak
«"beccMepTHOe MrHOBEHMe" B UCTOPUM My3bIKMY», Beb MMEHHO B 3TOW MapTu-
Type, N0 ero MHeHMIo, OCYLLEeCTBASETCS MAeaNnbHbI 3aMblCcen BCero cMbOoHmYe-
CKOro TBOPYeCTBa KOMMO3MUTOPa — MPOUCXOANT NOSHENLLEE CAUAHME raNlaHTHOMO
1 y4eHoro ctunen. MNepBbi NpefCcTaBseT My3blkanbHYO COBPEMEHHOCTb, BTOPOM
OTpaxaeT cTpemneHne nosaHero Molapta obpecTy nctopuyeckyio ryouHy, 13-
MepUTb KOTOPYIO, OAHAKO, HE TaK MPOCTO — TPebyIoTC KOHKPETHble AOKYMEH-
TanbHble NoATBepXaeHus. OfQHY N3 «HUTOYEK», APArOLEeHHbIX A8 My3blKOBeAa,
Mbl OOHapY>XMBaeM B CTapUHHOWM Nybnmkaumm.

HaumHas ¢ 1798 roma nemnumrckoe m3gatenbcTBo bpentkonda v leptens
BbIMyCKano B CBET TOMa «MOJIHOrO» COOpaHUs COYMHEHUM HedaBHO yMepLIero
komnosutopa (Oeuvres complettes de Wolfgang Amadeus Mozart). B npeano-
cnenHen, 16-1 TeTpadu KNaBUpPHbLIX Mbec, onybnukoBaHHou B 1804-mM, BCneq
3a WeCTblo coHaTaMu AN dopTenmMaHo B conpoBoxaeHnn ckpunkm (KV 55-60)
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expressing the very concept of the universe. The ballet was shown on the same
evening as Swan Lake and did not cause any reaction from the audience — no ova-
tion, no whistling. The indifference of the audience proved to be a decisive fac-
tor — the ballet was removed from the repertoire, and Soviet and foreign classical
dance from that moment on went on different paths. Balanchivadze emigrated to
Europe a year after the failure, got a job as a choreographer at Diaghilev’s Ballets
russes and soon became known to the world as George Balanchine. In the USSR,
the story-driven drama ballet established. Swan Lake gradually gained the status of
a cultural symbol of the era, and ballet-symphonies did not appear on the Soviet
stage until 1961, when Igor Belsky turned his attention to Shostakovich’s Lenin-
grad Symphony. But that's a completely different story.

Fantastic and Universal
Baroque and Gallantry in the Symphony No. 41 (Jupiter)

Roman Nasonov

Alfred Einstein, who was not the last person in Mozart studies, had a gracious
way of expressing his opinions. He described the finale of the symphony Jupiter
as “an immortal moment in the history of music”, because, in his view, this score
realises the ideal underlying the composer’s entire symphonic oeuvre — a com-
plete fusion of gallant and scholarly styles. While the first represents musical
modernity of his time, the second reflects the desire of the late Mozart to gain
historical depth, which, however, is not so easy to measure: specific documen-
tary evidence is required. We find one of the precious leads for a musicologist
in an old publication.

In 1798, the Breitkopf & Hartel publishing house in Leipzig started to re-
lease volumes of the ‘complete’ collected works of the recently deceased com-
poser — Oeuvres complettes de Wolfgang Amadeus Mozart. The penultimate,
sixteenth book of keyboard pieces, published in 1804, contains the six sonatas
for piano accompanied by violin (KV 55-60) followed by 16 canons. All of them
were received around 1800 from Mozart's widow Constanza, but in preparing
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nomelleHbl 16 KaHOHOB. Bce oHM Obiny nosy4deHsl okono 1800 roga OT BLOBSI
MouapTa KoHCTaHUbl, HO NpK MOATrOTOBKE NyOnuKaumm N3gaten LonycTunm Bonb-
HOCTb: B OfHUX Cydasx 4obaBunu (No cobCcTBEHHOMY YCMOTPEHMIO) CoBa K He-
MOATEKCTOBAHHbIM HOTaM, B APYrMX — 3aMeHWIM «HenevaTHble» MOoLapToBCKMe
TEKCTbl Ha HeYTo GRaronpuUCcTonHoe.

Tak, Ha 10-1 nO3MLMKM B rpynmne MOLLaPTOBCKMX KaHOHOB MOABWMIOCH TPEXTO-
NocHoe counHeHme «O cecTpbl, He aoBepante Amypy» (O Schwestern, traut dem
Amor nicht). Co BpeMeHeM OHO BOLUNO B KaTanor Kéxens v nofy4nno B Hem HoMep
Kak opurmHanbHbIn onyc reHust (KV 226). Kasyc coctosn B TOM, YTO He TOJNbKO
CfI0Ba, HO U My3blka kaHOHa MouapTy He npuHagnexann. C HEM3BEeCTHbIMY HaM
Lenamu ToT nepenucan My3blkanbHblv npumep 13 Tpyaa AdaHacua Knpxepa «YHu-
BepcanbHas My3ypris» (Musurgia universalis, Pum, 1650) — obpasel, kaHoHa
Ha TpW ronoca, C pacCTosiHWEM BCTYMeHMs B NONoBUHY TakTa (Paradigma Il. fugae
in unisono a 3 post medium tactum). CTOUT 11 FOBOPWUTb O TOM, YTO MOATEKCTOB-
Ka — [oOpbI COBET AeBYLLIKAM — OTCYTCTBYET B 0OOMX HOTHbIX MCTOYHMUKAX?

OTO BECOMOe CBUAETENbCTBO 3HAKOMCTBA MoLapTa CO 3HaMEeHUTbIM TpaKTa-
TOM, YHVBEpCanbHbIM CBOAOM OapO4HOro 3HaHWA O My3bIKe, MOMOraeT BEPHO OLie-
HWUTb LPYrov BaXkKHbI JOKYMEHT — «LUIECTyto pyry», NepenoXXeHHyo aBCTPUNCKUM
KOMMO3MTOPOM [nsi CTPYHHOrO KBapTeTa. [NpefLlecTByoLe er NaTb COHVMHEHNUN
(KV 405) 6binn 6e3 Tpyaa UaeHTUOULMPOBaHbI eLie B MepBon nonoBuHe XIX Beka:
BCE OHU MOYEPrHyTbl M3 «XOpOLO TeMNnepupoBaHHOTO Knasupa» VoranHa Ce-
BactbsiHa baxa. Elle oaHy apaHxumpoBky — DaHTasmio oo Maxop (FbWV 201)
MoraHHa fikoba ®pobeprepa — [onro He yaaBanocb ono3Hatb. Cpeam nepesno-
KEeHWIN BaxXxOBCKOW My3blKM OHa OKa3anacb Cly4ariHoO, Mo MPOM3BOMY BRagenbla
KONnekuMy MoLapTOBCKMX PYKOMUCEN.

MapTnTypa MouapTa, cogepallas codmHeHe Mpobeprepa NMLb YacTUHHO
(49 TaKkTOB), BOBCE HE MpefHa3Havanacb Ans UCNONHEeHWUs KBapTeToM; TO Obifa
NpOMeXyToHHas MHCTaHUMS, Heobxoammasl, YTobbl cbirpaT MaHTa3nio Ha Knasu-
pe. «BMHOBHMKOM» 3aTPyAHEHUI B JAHHOM Cfly4ae CTafn OpuUrMHan — BCE Ta Xe
«YHVBepCcanbHas My3yprusa»'.

TpexronocHbln KaHoH 1 PaHTa3ns Ppobeprepa HaneyataHsl B «My3yprim»
Ha 3HAYMTESIbHOM PACCTOSHUW APYr OT Apyra: B NATOW W LLeCTou KHurax (cTpa-
HUUbl 386-387 1 466-475 nepBoro ToMa COOTBETCTBEHHO). W 310 HaBoawuT

! CornacHo Tpagumumam XVII Beka, cnoxHyto nonundoHudeckyio Maxtasuio Knupxep onybnviko-
Bas B NapTUType, Npu 3TOM KaxX[bli ronoc Obin 3anvcaH B COOCTBEHHOM Killode (CKPUMUYHOM, MeLl-
Ll0-COMPaHOBOM, aNtTOBOM, DapuToHOBOM). [ins My3blkaHTa KoHua XVIII cToneTuns Takas 3anmch oka-
3anacb HeyfnobHa, U MouapT pasgenvn KonvpoBaHMe Ha [Ba 3Tana: CHavana oH Cco3fan dparMeHT
napTUTypbl B Gonee Np1BbLIYHOM Ans cebs CoHeTaHNM KtoYer (CONPaHOBbIN, abTOBbIA, TEHOPOBLIW,
6acoBbli), a 3aTeM, Ha APYrom nuncre Oymaru, NPUHSNCA M3naratb ero 0bbIYHbIM AN KNaBUPHON
npakT1k obpa3om. BeposTHo, MoLapT Haflesncs, YTo YeTbipe rofloca pasaensTcs napamu Mexay
[BYMSsl HOTOHOCLLAMM, HO, KOrAa K 32-My TakTy HeOCyLLeCTBMMOCTb 3aflyMKM CTafna O4eBUOHOM, OH
npepsan npoecc.
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the publication, the publishers took liberties: in some cases, they added texts to
the non-verbal scores at their own discretion, in others they replaced 'naughty’
Mozart's texts with something decent.

Thus, the three-part composition O Schwestern, traut dem Amor nicht ap-
peared in the tenth position in the group of Mozart canons. Over time, it entered
the Kochel catalogue and received a number in it as the original opus of the genius
(KV 226). The incident was that not only the words, but also the music of the can-
on did not belong to Mozart. For purposes unknown to us, he copied a musical ex-
ample from the work of Athanasius Kircher Musurgia universalis (Rome, 1650) —
a sample canon for three voices, with an opening distance of half a bar (Paradigm
II. fugae in unisono a 3 post medium tactum). Needless to say, the text — good
advice for maidens — is not found in both musical sources.

This convincing evidence of Mozart's familiarity with the famous treatise,
the universal body of Baroque knowledge about music, helps to correctly evaluate
another important document — the ‘sixth fugue’, arranged by the Austrian com-
poser for string quartet. The five works preceding it (KV 405) were easily iden-
tified back in the first half of the 19" century — all of them were drawn from
Johann Sebastian Bach's Well-Tempered Clavier. Another arrangement, Johann
Jakob Froberger’s Fantasy in C major (FoWV 201), could not be identified for
a long time. It turned out to be among the arrangements of Bach’s music by
chance, at the discretion of the owner of the collection of Mozart manuscripts.

Mozart's score, which contains only part of Froberger's composition (49 bars),
was not intended to be performed by a quartet at all; it was an intermediate
instance necessary to play the Fantasy on the keyboard. The ‘culprit’ of the dif-
ficulties in this case was the original — that very same Musurgia universalis.!

The three-part canon and Froberger’s Fantasy are printed in the Musurgia at
a considerable distance from each other: in the fifth and sixth books (pages 386—
387 and 466-475 of the first volume, respectively). This suggests that Mozart's
acquaintance with the treatise — or at least with its practical part — was thorough.
It could be thus assumed that the Viennese classic did not limit himself to looking
at musical examples, but drew attention to Kircher's comment on them. But even if
he didn’t, nothing prevents us from carrying out a mental experiment and looking
at the work of the Austrian composer through the prism of the musical views of
the mid-17% century.

L According to the traditions of the 17" century, Kircher published a complex polyphonic Fan-
tasy in the score, while each voice was recorded in its own clef (soprano, mezzo-soprano, alto,
and baritone). For a musician of the late 18™" century, such musical notation proved inconvenient,
and Mozart divided the copying into two stages: first, he created a fragment of the score in a more
familiar combination of keys (soprano, alto, tenor, and bass), and then, on another piece of paper,
he began to present it in the usual way for keyboard practice. Mozart probably hoped that the four
voices would be divided in pairs between the two staves, but when by the 32" bar the impractica-
bility of the idea became obvious, he cut the process short.
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Ha MbIC/b, YTO 3HaKOMCTBO MoLapTa C TpakTaToM — WK, N0 KpamHen Mepe, C ero
NpakTNUyeckor Yactblo — Bblno 0OcTosTeNbHBIM. MOXHO NPEANONOXUTL B TaKOM
cfydae, YTO BEHCKMM KNACCMK He OrpaHuYMICa MPOCMOTPOM HOTHbBIX MPYMeEpPOB
1 0bpaTN BHMMaHMe Ha KOMMeHTapuin Kupxepa K HUM. Ho paxe ecnun v He o0-
paTU — HWYTO He MELLAET HaM OCYLLECTBUTb MbICIEHHbIV 3KCMEPUMEHT U MOCMO-
TPeTb Ha TBOPYECTBO aBCTPUMCKOIO KOMMO3MUTOPa CKBO3b MPU3MY My3blKabHbIX
BO33peHumn cepenuHbl XVII Beka.

Cpeny MHOTOHUCIIEHHbIX HOTHBIX MpuMepoB «My3syprum» OanTasuns Opobep-
repa 3aHVMMaeT 0Coboe MecTo. DTO BaxKHEMLLIWI NPUMEpP MYy3bIK1 B «CTUne daHTa-
31n», UNK B «daHTasumHom crune» (stylus phantasticus). B cncrematunke Kupxepa
nop, 3Ty KaTeropuio noAnafaeT Bcs 00nacTtb KNaBUPHOW My3biKi1, BO BCEM Pa3HO-
0bpazuy NpuHATbIX B XVII CTONETUIM XaHPOBbIX 0003HaYeHWI: NPentoann, ToKKa-
Thl, COHAaTbl, PUYepKapbl. Yxe B CefjlbMOW KHU1re, BO3BPALLASCh K MOHATUIO «CTUNA
aHTaszmm», Kupxep TpakTyeT ero kak «CooOpa3Hbli MHCTPYMEHTaM, B BbICLIEN
cTeneHn cBOOOAHBIN N HUYEM HE OrPaHNYeHHbIN MeTOf, COYMHEHUS — He CBSi3aH-
HbI HX CNOBaMM, HU My3blKallbHbIM CYyObeKTOM (TO eCTb KaHTyCOM (hVPMYCOM. —
P. H.); ydpexpaeH, 4Tobbl BbISBNATL NPUPOLHbIE CBOWNCTBA M CKPbITble OCHOBaHMUS
rapMOHMU 1 00y4aTb UCKYCHOMY CIOXKEHMIO My3bIKanbHbIX Knay3yn u dyr».

O4eBMIHO, 4TO «CBODOAY» (haHTasuMHOro cTuns Knpxep NOHMMAET OTHIOAb
He B CMbIC/1Ie IMMAPOBM3aLMM — U B 3TOM KOPEHHOE OT/IMYME ero NpeacTaBieHuin
OT TOYKM 3peHust MoraHHa MatTe3oHa, HanonHuelwero B XVIII Beke nNoHsTME HO-
BbIM CMbICOM. MbIcnb aBTopa «My3yprim» npocta: B OTCYTCTBME NpeasafaHHom
MY3bIKasIbHOM OCHOBbI 1 CJTOBECHOMO TEKCTa CO3AaTeNb KaBUPHOM My3bIKM MOSY-
YaeT LWMPOKMI NPOCTOp A5 TBOPYECTBa; U Npexae BCero, OH MMeeT BO3MOXHOCTb
B MOMHOW Mepe MNPOAeMOHCTPMPOBATL CBOE KOHTPaMyHKTU4eCKoe MacTepcTBo,
NPVYMEHUB BeCb AOCTYMHbIM eMy apceHan nonndoHndecknx npremos. MaHTasus
®Opobeprepa 13bpaHa 34ecb B KayecTBe Bblaatolerocs obpasla My3blkanbHOro
MNHTEenNnekTa, paboTta KOTOPOro He CBA3aHa HUKAKUMW BHELWHUMW YCIOBUSMU.

Bcé 310 Tak vnn MHadve co3HaBan MouapT, 3HaKOMSICb C COYMHEHMEM Donee
4yeM CTONETHeW JaBHOCTK No GapoyHoMy TpakTaTy. DaHTasns Opobeprepa ocTaBa-
nacb ONs Hero rno CyTu TeM Xe caMbiM, YeM Obina oHa 1 ana Kupxepa, — TONbKO
cchepa M300peTaTeNnbHOCTM B MO3AHEM TBOPYECTBE aBCTPUIMCKOTO KOMMO3MTOpPa
Lwvpe, 4em 3710 npegnonaraetca B «My3syprimy». MouapToBckas «aHTasma» npo-
ABNAET Ce0s BO BCEX XKAHPAX «HUCTOM» — TO €CTb MHCTPYMEHTaNIbHOM — MYy3bIKU.
Ha BepLUMHe Xe 3ToV MMpaMVAbl, COMMacHO BEHCKO-KNAacCMYeCckom 3CTeTMKe, pac-
MOJIAraeTcs XaHp CUM@OHUN.

N 3peck nopa BCMOMHUTL O ToM, 4To PaHTa3ns Opobeprepa NpUHagnexmT
K 0coboVi rpynmne COYMHEHW AAHHOrO >KaHpa. TeMol ee SBNSETCA rekcaxopa,
N3MOXKEHHBI KPYMHbIMY  ASIUTENIbHOCTAMU  («BenbiMM HoTaMK»). A rekcaxopa,
B CBOIO O4epeflb, — 3TO W Ype3Bbl4alHO yaobHas «3aroToBka» Ans MonudoHu-
4eckMx npeobpa3oBaHWi, U CUMBOM YHMBEPCANbHOW rapMoHuK. «[lo pe MU da
COMb N1 — WCTOYHMK BCE My3bIKK M rapMoHuMK BedHowm» (Ut re mi fa sol la, tota
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Froberger’s Fantasy occupies a special place among the numerous musical ex-
amples of Musurgia. This is the most important example of music in the ‘fantasy
style’” — stylus phantasticus. In Kircher's taxonomy, the entire field of keyboard
music falls under this category, in all the variety of genre designations adopted
in the 17" century: preludes, toccatas, sonatas, ricercares. Already in the sev-
enth book, returning to the concept of ‘fantasy style’, Kircher interprets it as

“an instrument-wise, highly free and unrestricted method of composition — not

bound by words or a musical subject [that is, cantus firmus]; established to reveal
natural properties and hidden foundations of harmony and to teach the skilful
composition of musical clausulas and fugues.”

It is clear that Kircher understood the freedom of the fantasy style as some-
thing far removed from improvisation — and herein lies the fundamental difference
between his views and those of Johann Mattheson, who endowed the concept
with a new meaning in the 18" century. The idea advanced by the author of Mu-
surgia is simple: in the absence of a predetermined musical basis or verbal text,
the composer of keyboard music is granted broad creative freedom and, above all,
the opportunity to demonstrate fully his contrapuntal skill by employing the entire
arsenal of polyphonic techniques at his disposal. Froberger’s Fantasy was chosen by
him as an outstanding example of musical intelligence, whose work is not bound
by any external conditions.

Mozart was, in one way or another, aware of all this when he familiarised
himself with a Baroque treatise written more than a century earlier. Froberger’s
Fantasy remained for him essentially the same as it was for Kircher, only the scope
of ingenuity in the Austrian composer’s late work is wider than it is assumed in
the Musurgia. Mozart's “fantasy’ manifests itself in all genres of ‘pure’ — that is,
instrumental, not just keyboard — music. At the top of this pyramid, according to
Viennese classical aesthetics, is the genre of symphony.

At this point, it's high time to remember that Froberger's Fantasy belongs to
a special group of works of this genre. Its theme is the hexachord, outlined in large
durations (‘white notes’). The hexachord, in turn, is both an extremely convenient
‘blank’ for polyphonic transformations, and a symbol of universal harmony. ‘Do re
mi fa sol la, the source of all music and eternal harmony’ (Ut re mi fa sol la, tota
Musica et Harmonia /terna), reads, for example, the title of a treatise by Johann
Heinrich Buttstett (1717). These six solmisation syllables are the elements that
make up both the text of a musical composition and the ‘universal musical com-
position’ (musurgia universalis).

The idea that creation is a book composed by combining the simplest elements
(‘letters of the alphabet’) takes us several more levels deeper into the historical
tradition — to the works of such medieval thinkers as Hugh of Saint-Victor or
Bonaventura. Dante Alighieri, it seems, does not accidentally end all three parts
of La Divina Commedia with the word stelle — ‘stars’, or ‘celestial bodies’. In the fi-
nal, XXXIIl Canto of Paradiso, he describes the universe as a book that love has
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Musica et Harmonia Zterna), — rnacut, K NpumMepy, Ha3BaHue TpakTaTa MoraH-
Ha leHpuxa bytTwtetta (1717). DU WeCTb CONMbMM3aLMOHHbIX CNOroB SBMAIOTCA
TEMU 3IEMEHTaMU, U3 KOTOPbIX CKNaAbIBAOTCA U TEKCT MYy3blKallbHOM KOMMO3ULMK,
1N «yHMBEpCaibHoe My30TBOpeHue» (musurgia universalis).

MbIC/Tb O TOM, HTO TBOPEHWE eCTb KHW1MA, COCTaBNEHHas nyteM KOMOVHaLMK
NpPOCTENLIMX d1eMeHTOB («OyKkB andaBnTa»), yBOAUT HAC elle Ha HEeCKOJIbKO YPOB-
Hel BrMyOb MCTOPUYECKON TpaauLMKM — K TpYAaM TakMX CpeaHeBEKOBbIX MbICIIU-
Tenen, kak [yro CeH-Buktopckmn mnu boHaBeHTypa. LaHTe Anurbepu, Kaxetcs,
He CJly4arHO 3aBepLUAeT BCe TPU HacTu «boxXecTBeHHOW KoMeaum» cnosom stelle
(«3Be3mbl», «cBeTuna»). B 3akodmTtensHon, XXXIII necHe «Pas» oH onucbiBaeT
YHMBEPCYM Kak KHUIY, KOTopyto cnnena niobosb (cTpokn 85-90). A 3Ha4uT, 1 ero
CODCTBEHHAdA KHUMa B 1UTOre ecTb Nnofobue Toro HebecHoOro «TekcTa», YTo CNoXeH
13 3BE3[.

MpeacraBuTeNb Beka MeXaHuKK U NiobuTeNb AMKOBMHHBIX MaluunH, Knpxep
He yoepancs oT cobnasHa HarTh TeXHWYeCKoe MpUMEHEHNe STUM CTapUHHbBIM
BO33peHuaM. KynbMuHaumen ero «My3sypri» BbICTyMaeT MPOeKT My3blKasbHOM
KOMOUHATOPWKM, BOMJIOLLEHHOW B BUAE «MYy3apUTMMYECKOro CyHOyKa». BocbMas
KHWra TpakTaTa OMMCbIBAET «4y[0»: KaK YenoBeK, HEe3HAKOMbIM C HOTHOW rpamo-
TOW, MOXET COCTaBMATb My3blKaJlbHble MbeChl, COHETAA MeXAy COOOW NMoMeLeHHble
B CyHOYKE «MYy3apUTMbI».

«YyoM» MaBHOMO MHCTPYMEHTaNbHOrO npoursseneHmns Mouaprta, CMM@OoHMK
«fOnunTep», No BCeobLLEMY, KAaXeTCst, MPU3HaHWIO, SBNSETCS Kofa ee duHana — ns-
TUTONOCHOE yraTo C BePTUKaSIbHbIMU MNepectaHOBKaMM TeMATUYECKMX 3N1eMEHTOB.
OfHaKo M [0 3TOro MOMeHTa nonudoHnYeckas paboTa KOMMO3MTOpPa BOCXMLLLAET
CBOEW KOMOWHATOPHOM HEMPUHYXAEHHOCTBIO. «DNeMeHTb» («My3apUTMbl») C BU-
JVIMOW NErkoCTblo BCTyMaloT B CBS3b APYr C PYroM, HO, BO3MOXHO, 0CODEHHO
BMeYaTnaeT CcoyeTaHue PasfivYHbIX BapWAHTOB OOHOMO WM TOMO Xe 3NeMeHTa —
KakK, HanpuMmep, B pa3paboTke durHana, rae OAOMNOMHeHMe K MaBHOM Teme 3BY4UT
N B OCHOBHOM BUfE, 1 B 0OpaLLeHNN.

MopobHas NerkocTb B TpaHCopMaLMK MaTepurana («Kak xoudy, Tak 1 Bepyy»)
poaHnT Mouapta ¢ ®pobeprepom, ToNbKo, B OTIMYME OT BGapoydHom daHTasnuy,
cmMdoHus MouapTa 3K30TepudHa, KOMMO3UTOP He NMpOoCTo OneLLeT NHTENIEKTOM,
a urpaeT Ha nyonuky. Ero ars combinatoria He orpaHuyMBaeTcs obnacTbio Nonu-
PoHMYeCKON akTypbl, HO PACMPOCTPAHSAETCA Ha TOMMKY.

CobbITMIMHOCTL My3biki MolapTa, CTofb PKO NMPOSBUBLLASA CeO B CUMAOHUN
«lOnuTep», AMHAMMYHASA CMEHa «XapaKTepOB» U «My3blKafbHbIX MepPCOHaXxen»
TakXXe MPOU3BOAAT BreyatneHne komobuHatopukn. (Ho He kanemgockona: rmbkme
WNHTOHALIMOHHbIE CBA3U MEXIy TemMammn obecneymBatloT opraHnyYeckoe efauHCTBO
MOLLAPTOBCKMX MY3bIKasbHbIX (DOPM.) BonHCTBEHHOCTL HONKUTEpa-rpoMoBepXKLa —
PEMUHUCLEHLMSA BEHCKMX LIePEMOHMANbHBIX (PaHdap — OTTEHAETCH YyBCTBEHHOM
nmpukon (noboyHas napTus nepBout Yactn), OyddoHamor (3akmoymTenbHas
napTMs — umuTaTa U3 BCTaBHOM apun k onepe lMackyane AHdoccn «Cyactnvas
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woven (lines 85-90). This means that his own book, in the end, is a kind of
heavenly 'text’ that is made up of stars.

A representative of the age of mechanics and a lover of extraordinary ma-
chines, Kircher could not resist the temptation to find a technical application for
these ancient views. The culmination of his Musurgia is a musical combinatorics
project, embodied in the form of a ‘musical rhythmic chest’. The eighth book of
the treatise describes a ‘miracle”. how a person unfamiliar with musical notation
can compose musical pieces by combining the ‘musical rhythms’ placed in a chest.

The 'miracle’ of Mozart’'s main instrumental work, the symphony Jupiter,
seems to be universally recognised as the coda of its finale, a five-voice fuga-
to with vertical permutations of thematic elements. However, even before that,
the composer’s polyphonic work impresses with its combinatorial ease. Individual
elements — ‘musical rhythms’ — seem to interconnect effortlessly. What is espe-
cially striking is the way different variations of the same element are combined, as
in the finale: the addition to the main theme resonates both in its primary form
and in its expressive reversion.

Such ease in the transformation of the material makes Mozart related to Frob-
erger — yet unlike the Baroque fantasy, Mozart's symphony is exoteric, the com-
poser does not just shows off his intelligence but plays to the audience. His ars com-
binatoria is not limited to the field of polyphonic texture but extends to the topic.

The eventfulness of Mozart's music, so vividly manifested in his Symphony
No. 41, along with the dynamic shifts of ‘characters’ and ‘musical personae’, con-
veys a sense of combinatorial artistry — though not a kaleidoscopic one, since
the flexible intonational connections between themes ensure the organic unity of
his musical forms. The belligerence of Jupiter the Thunderer, reminiscent of Vien-
nese ceremonial fanfare, is contrasted with the sensual lyricism of the secondary
part of the first movement, the buffoonery of the finale (which quotes the insert
aria from Pasquale Anfossi's opera Le gelosie fortunate, KV 541), the theatrical
pathos of the ‘fractured’ secondary part and the subsidiary theme of the second
movement, the heartfelt solemnity of the French sarabande, which is the main
theme in the Andante, with its characteristic emphasis on the second beat, and
the dancing grace of the minuet..

As with Dante, all the elements are connected by Love, the causa efficiens of
the musical form. How can we not remember here another C major orchestral piece
by Mozart, the overture to the opera Cosi fan tutte, with its exceptional freedom
of combinatorics of four thematic elements. No matter how deep the foundations
of Mozart's art, the composer remained a child of a gallant age, and the entire
stylistic synthesis of his instrumental music unfolds under the sign of gallant love:
thematic elements pair with astonishing ease, like creatures in the wild, freed from
the burdens of social responsibility.

And as long as it came to the opera overture, let's make one last hypothesis.
This orchestral piece, like the entire opera Cosi fan tutte, has a motto that contains
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peBHOCTbY, KV 541), TeatTpanbHbiM nacdocom («nepenom» B noboYHOW napTuu,
Takke MoOOYHas TeMa BTOPOW YacTu), MPOYYBCTBOBAHHOM TOPXKECTBEHHOCTbIO
paHLy3ckor capabaHabl C XapakTepHbIM [/ Hee akUeHTOM Ha BTOpylo A0
TakTa (rnaBHas TeMa Andante), TaHUEBaNbHOW rpauen MeHyaTa...

Kak B noame [laHTe, BCe 3neMeHTbl CBA3yeT NoboBb — causa efficiens
My3blkanibHOM opMbl. M Kak 34ecb He BCMOMHUTb elle OAHY [O0-MaxXOPHYIo
OpKeCTpoBYio Nbecy Mouapta — yBepTiopy K onepe «Tak NMocCTynaloT BCE XKEeHLLM-
Hbl», C e NCKMIoYNTENbHON CBOOOAOM KOMOMHATOPUKM YeTbipex TeMATUYeCcKMX
anemMeHToB. Ckonb Obl ry6oKKM HU BbINK «MOAOCHOBLI» MOLIAPTOBCKOMO UCKYCCTBA,
KOMMO3UTOP Obln CbIHOM FranaHTHOro Beka, W BECb CTUIEBOW CUHTE3 B €ro UHCTPY-
MEHTanbHOM My3blKe OCYLIECTBNAETCA MO 3HAaKOM ranaHTHoOW NoOBM: TemaTuye-
CKMe 3N1eMeHTbI CMapMBaIoTCs C U3YMUTENbHOW NEerkocTbio, Kak B XMBOW NPUPOAE,
0CBODOOXOEHHOW OT TArOT COLManbHOM OTBETCTBEHHOCTU.

N konb ckopo pedvb 3awna ob onepHoW yBepTiope, BbICKAXeM elle OfHY,
NOCNefHIO TMMNOTe3y. DTa OPKeCTpoBas Mbeca, Kak BCA ornepa «Tak nocrynatot
BCe XeHLLMHbI», MeeT motto, 3aksoyatollee B cebe BCe LIECTb HOT rekcaxopaa,
HO ellle U BCe rnacHble 3ByKW UTanbsaHckoro andasuta (Cosi fan tutte), a Takxe
aKKOP[bl BCEX OCHOBHbIX TOHabHbIX (YHKLMIA. Mpu nocpenHudectse Gpobeprepa
n Knpxepa vnn 6e3 oHoro, maes nporpaMMHOIO MCMonb30BaHUSA COMbMU3aLNN
npuvwnace Mouapty no ayue. W kak 30eck He o0paTiTb BHUMaHMe, Y4To 1 B «HOnu-
Tepe» MepBble LIeCTb 3BYKOB MMaBHOW TeMbl MHaNa — a He 4YeTbipe, KoTopble
00ObIYHO TOMbKO 1 MPUHUMAIOTCS B pacyeT TemMu, KTO ULLET ee Npoobpasbl, — 3KC-
MOHMPYIOT «My3blkanbHbIA andasut» (ut re fa mi la sol).

Bonee Toro, B rmaBHon naptin Molto allegro npu xenaHmm mMoxHo obHapy-
KUTb OTPaXeHVe CONbMM3aLLMOHHbBIX CMOPOB NepBoK nonoBuHbl XVIII cTonetus.
B TO Bpems Kak 3arnaBHbl MOTUB MPeACTaBNASET TOYKY 3PEHUS «KOHCepBaTopa»
ByrTwtetta (ans Tex, kTo o6 3TOM He Aoragancs, B CBa3yollen naptmum Mouapt
BBOAMT elLlle OANH TEMATUYECKNI SNIEMEHT — reKCaxop, B NPSIMOM PaBHOMEPHOM
OBVXKEHWNN), YNOMSIHYTOE AOMOMIHEHNE — HUCXOAALLMI Naccax No 3ByKam [0-Ma-
>KOPHOM raMMbl — penpe3eHTVpyeT no3numio MaTTe3oHa, paToBaBLUEro 3a COoMb-
MM3aLmMIo BOCbMUCTYNeHHyto (do re mi fa sol la si do).

B 3TOM cBeTe Mo-0CODEHHOMY MPOYUTLIBAETCH 1 3HaMeHWToe dyraTto. «[lo-
cnefHee CIoBO» B HEM BCAKM pa3 OCTAETCS 3@ BOCbMMUCTYMEHHbIM MacCaXem:
MOJIOA0CTb OepeT Bepx, ranaHTHOCTb TopXKecTByeT Hag Gapokko. OfHako Takas
nobefa HNKOro He yHMXaeT. HoBas conbMmn3aLms He OTMeHsieT, Ho BOMpaeT B cebs
NPexXHIolo — Kak bonee BceobbeMOLLAs 1 YHMUBEPCanbHas, a Bce MOnHUNU HOnu-
Tepa OKa3bIBalOTCA Ha MOBepPKy CTpenamu SpoTa. TofibKo Takas BOMHCTBEHHOCTb
1 Bbina Muna Mouapty netom 1788-ro — KOMMO3UTOP CJIOBHO 1 He 3aMeYar, H4To
BpEMeHa U3MEHUNNCh U FAe-TO Ha OKpanHax MMMAepun yxe noaroaa wna ABCTpo-
TypeLKas BOMHa.
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all six notes of the hexachord, but also all the vowel sounds of the Italian alphabet
(Cosi fan tutte), as well as chords of all major tonal functions. With or without
the mediation of Froberger and Kircher, Mozart liked the idea of using solmisation
programmatically. One can't help but notice here that in Jupiter the first six sounds
of the main theme of the finale — and not the four that are usually only taken
into account by those who are looking for its prototypes — reveal the ‘musical
alphabet’ (ut re fa mi la sol).

Moreover, in the main part of Molto allegro, if desired, one can find a reflec-
tion of the solmisation controversies of the first half of the 18 century. While the ti-
tle motif represents the point of view of the ‘conservative’ Buttstett — for those
who may not have recognised this, Mozart introduces another thematic element
in the transition, a hexachord in a straight, uniform movement — the aforemen-
tioned addition, a descending passage on the notes of the C major scale, represents
the position of Mattheson, who advocated eight-step solmisation (do re mi fa sol
la si do).

In this light, the famous fugato is also read in a special way. The ‘last word’
in it always rests with the eight-step passage — youth prevails, gallantry triumphs
over the Baroque. And yet such a victory does not humiliate anyone. The new
solmisation does not cancel out but absorbs the previous one as a more com-
prehensive and universal one, and all the lightning bolts of Jupiter turn out to be
the arrows of Eros. Only such belligerence was endearing to Mozart in the sum-
mer of 1788 — the composer seemed not to notice that times had changed, and
somewhere on the outskirts of the empire the Austro-Turkish War had been going
on for six months.
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Teopop KypeHT3nc — oCHOBaTeNb M Xy[0XeCTBeHHbIV PyKOBOAMTENb OpKecTpa
1 xopa musicAeterna.

Poaumncs n Bblpoc B peunn, rae Havanocb ero MysbikanbHoe obpa3oBaHMe.
B 1994 rogy npwuiexan y4uTbCs y nereHpgapHoro npodeccopa CaHkT-lMeTepbypr-
CKOW rocyfapcTBeHHoM KoHcepBaTopum Mnen MycuHa. B 2004 rogy ctan rnas-
HbIM AMpUKepoM HoBoCMOMpPCKOro TeaTpa onepbl U Oaneta, OCHOBan OPKeCTp
n xop musicAeterna. B 2011-2019 rogax Obifl XyJOXECTBEHHbIM PYKOBOAMTE-
nem TeaTpa onepbl 1 GaneTa B lMepMu, Kyla BMeCTe C HUM Mepeexany apTUCTb
musicAeterna. C 2012-ro — xyOoXecCTBeHHbIN pykoBoauTens JaruneBckoro de-
ctmBans B Mepmun. C 2018 no 2024 rop 6bin rMaBHbIM Anpukepom CUMMOHNYe-
cKoro opkectpa tOro-3anagHoro paamo fepmanunm. B 2019 rogy Teonop KypeHT3nc
1 musicAeterna nepeexanu B CaHkT-leTepOypr, X TBOPHECKOW pe3naeHLMen cTan
[om Paguo. B kavectBe ampuxepa-noctaHoBLMKa pabotan ¢ Pobeptom Yunco-
HOM, COTpyOHM4YaeT C ApYrMMU BedylWMMu pexunccepamu mupa (Pomeo Kacren-
ny4suu, Mutep Cennapc, Teogopoc Tep3onynoc 1 Np.) 1 KPYNHeNWMU OnepHbI-
MU TeaTpamu EBponbl 1 Poccnun. Bmecte ¢ musicAeterna v apyrimMmn opkectpamm
perynspHo ractponvpyet no Mupy. Teogop KypeHT3nc — AeBATUKPaTHbIVI naypeat
Poccumckor HaumoHanbHoOW TeaTpaibHOW MpeMum «30/10Tas Macka», laypeat npe-
mum KAIROS, koMmaHzop opaeHa Penuvikca (Mpeumns) n kaBanep opaeHa LpyxObl.

Xop n opkectp musicAeterna — ofuH 13 CaMblX BOCTPEOOBAHHbIX POCCUMCKMX
KONNEeKTMBOB, MOCTOAHHO PACLUVPAIOLLMIA FPaHWLbI CBOMX TBOPHECKMX BO3MOXHO-
cTer B 0611acT CTapuHHOM My3bIK B UCTOPUYECKM MH(OPMUPOBAHHOM NCMOSHE-
HWUW, aKafleMUYeCcKoWn KNnacCcuku 1 COBPEMEHHOM MY3bIKU.

OpkecTp 1 xop 0CHOBaHbI AnpuxepoM TeogopoM KypeHTtsmcom B 2004 rogy
B HoBocnbupcke, B 2011-2019-M Obinm YacTbio Tpynnbl MNepMckoro Teatpa one-
pbl 1 Ganeta. C 2019 roga musicAeterna — He3aBUCUMBbIN KOMNEKTUB CO CMOH-
copckon nophepxkkon. Ero TBoOpYeckon pesvpeHumen ctan netepOyprckm [om
Pagmo. Bmecte ¢ Teogopom KypeHTancom musicAeterna perynspHo ractponmpyer
no Poccum 1 MuUpy, BbICTYNas Ha CaMblX MPECTUXHbBIX MIOLWAAKAX U KPYMHbIX MeX-
OyHapoaHbIx dectrBanax. B 2017 rogy musicAeterna ctan nepsbiIM POCCUNCKUM
KONMeKTUBOM, KOTOPbIN OTKPbIT OCHOBHYIO MporpaMmMy 3anbubyprckoro decrisa-
ns. B 2018 rogy xop musicAeterna nonyumn Harpagy International Opera Awards,
poccumckme npemumn Casta Diva n «3onotas Macka». BbinyuieHHble musicAeterna
n TeopopoM KypeHT3amcom Ha nenbne Sony Classical 3anncn Mouapta, Manepa,
betxoBeHa, YankoBckoro, Pamo 1 CTpaBMHCKOMO ObINiA BbICOKO OLIEHEHbI KpUTU-
KOW M yOOCTOeHbl MpecTuxHbIX Harpal: ECHO KLASSIK, Edison Klassiek, npemun
AINOHCKOW akagemMuu 3ByKo3anucu, npemum xypHana BBC Music Magazine.

IcnonHUTENN KOHLEPTHOM NporpaMmbl

34

11.06 12.06 beethoven. mozart

Teodor Currentzis is the founder and Artistic Director of the musicAeterna Or-
chestra and Choir.

He was born and raised in Greece, where he began his musical education.
In 1994, Currentzis entered the Rimsky-Korsakov St Petersburg State Conserva-
tory to study under the legendary professor Ilya Musin. Since then, his life has
been closely connected with Russia. In 2004, Currentzis became Chief Conductor
of the Novosibirsk Opera and Ballet Theatre where he founded the musicAeterna
Orchestra and Choir. From 2011 to 2019, he was Artistic Director of the Opera
and Ballet Theatre in Perm, where the artists of musicAeterna moved with him.
Since 2012, Currentzis has been Artistic Director of the Diaghilev Festival in Perm.
In 2019, Teodor Currentzis and musicAeterna moved their creative residence to
St Petersburg’s Dom Radio (House of Radio). During 2018-2024, he was Chief
Conductor of the SWR Symphonieorchester in Stuttgart. As a music director and
conductor, Teodor Currentzis collaborated with the world’s leading stage directors
(Robert Wilson, Romeo Castellucci, Peter Sellars, Theodoros Terzopoulos, etc.),
the major opera houses, concert halls, and festivals in Europe and Russia. He has
so far been awarded nine Russia’s Golden Mask National Theatre Awards, he is
a laureate of the KAIROS Award, the Order of the Phoenix Commander (Greece)
and the Order of Friendship Knight (Russia).

The musicAeterna Choir and Orchestra is one of the most sought-after Rus-
sian collectives constantly expanding the boundaries of its creative possibilities in
the field of early music in historically informed performance, academic classics,
and contemporary music.

The choir and orchestra were founded by conductor Teodor Currentzis in 2004
in Novosibirsk; from 2011 to 2019, they were part of the troupe of the Perm Opera
and Ballet Theatre. Since 2019, musicAeterna has been an independent, privately
financed ensemble. Its creative residence is now located at St Petersburg’s Dom
Radio. The choir and orchestra regularly tour Russia and Europe, participate in such
international festivals as the Ruhrtriennale, the Klarafestival in Brussels, the Festi-
val d'Aix-en-Provence, etc. In 2017, musicAeterna became the first Russian music
collective to open the main programme of the Salzburg Festival. In 2018, the choir
received the International Opera Award and Russian prizes Casta Diva and Gold-
en Mask. The recordings of Tchaikovsky, Mahler, Stravinsky, Mozart, and others,
released by the musicAeterna Orchestra and Teodor Currentzis on Sony Classical,
have been awarded prestigious prizes: ECHO KLASSIK, Edison Klassiek, the Japa-
nese Record Academy Award, and the BBC Music Magazine Award.

Concert programme performers
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KCYMEepPKHUu»

My3blKa/ibHbl NepthopMaHc

14.06 BC AsTop Metp Ay

292:15 Kypatop npoekTa Mnebd MMoHTH

ApXMTeKTypHO- XynoxHuku: Cawa Muxankosa, Mapusa [lemeHTbeBa
3THOrpatr4ecKumn

My3eKn « Xoxs10BKa»

12+

OarnneBcknin hecTvBanb BKIIOYAET B CBOIO OpOUTY ApXMUTEKTYPHO-3THOrpacu-
4yecknn My3en «XoxnoBka», Haxoaswmmcs B 40 kunomeTpax ot Mepmu. B npo-
CTpaHCTBE My3esi AepeBAHHOro 3044ecTBa MPOWAET My3blKafbHbIA NepdopMaHc
MeTpa Anpy Tenebrae. MeTp AAy — KOMMO3NTOP, MUAHWUCT, 3BYKOBOW XyLOXKHUK.
Mo ero nHuumatee B 2009 rogy Obin BO3POXAEH NEPBLIA B MUpPe CUMMOHNYe-
Ckun opkecTp 6e3 aupuxepa — TlMepcvMdaHc. Aay pa3BMBaeT aBTOPCKYIO KOH-
Lenumio «poHopeanmnsma», OCHOBaHHYIO Ha MCMOMb30BaHNM peanbHbIX 3ByYaHWN
KaK MaTepuiana A9 My3blKalbHbIX MPON3BEAEHNN.

Tenebrae — nbeca-nUTyprus, NPUMUPSIOLLAs HYeloBeKa 3MoXM aHTPoMNoLeHa
C OKpy>KatoLLen brocdepon. 3ByK 34eCb M3BNEKAETCS U3 TULLMHbI U AbIXaHWS U 3a-
MOMHSAET BCe NMPOCTPAHCTBO MIIOTHLIM COHOPHBLIM 0bnakom. Tenebrae — 370 1 my-
3bIKallbHbIV MOM-apT, COOPaHHbIA U3 COTEH «HW3OBbLIX» MPEOAMETOB: OT LETCKOW
TPeLwoTkn [0 MOBUNbHOrO TenedoHa U NakeTa u3 cynepmapkeTta.

DopMa MUCMOMHEHUS Mbecbl OTChbITAET HAaC U K apxandeckmm puTyanam,
N K «KONNEeKTMBHbIM OeNCTBUAM» MOCKOBCKMX KOHUenTyanncros 1970-x ronos,
HO MPUTOM NPOU3BELEHME OCTAETCA B PaMKax COBPEMEHHOW aKafeMu4eckon My-
3bIKM: B HEM TOYHO MPOMMCcaHa NapTuTypa, NpoBefieHa NogpobHas paboTa ¢ TeMb-
POM, OTHETNMBO BMIHA ICHAsA KOHCTPYKTMBHOCTL. [beca MbICIUTCH Kak eduHbIN,
HenpepbIBHO Npecbpa3yeMbii 3ByK — TeKyyas CTPyKTypa, B KOTOPOU M3MeHeHVe
CTAaHOBWTCA MaBHbIM NMPUHLIMNOM (POPMbI.

Mo MbIicnK aBTOpa Mbeckl, Kasnmmp ManeBny MakcMManbHO TOYHO obpumco-
Basl B NMCbMe KOMMO3UTOPY 1 XyOOXHUKY Muxanny MaTioWMHY KOHCTPYKTUBHbIE
OCHOBbI 3T0r0 Nponsseferud eltle 100 neT Hasaa: «CoBpeMeHHas My3blka OOMKHa
MOTN K BbIPAXEHWMIO MY3blKaSlbHbIX MIaCTOB W AOMKHa UMETb ONNHY 1 TONLWMHY
OBUXXYLLENCA My3blKalbHOW MaccCbl BO BPEMEHMW, MpUYeM AMHAMMU3M My3blKallb-
HbIX MacC AOMKEeH CMEeHATbCA CTaTM3MOM, T. €. 33[ep>XKOl0 3BYKOBOW Macchl
BO BPEMEHW».

BecnnatHbin TpaHchep ot K nmenn Conpatosa B 21:15
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‘tenebrae’

musical performance

14.06 sun Author Peter Aidu
22:15 Project curator Gleb Glonti
‘Khokhlovka’ Artists: Sasha Mikhalkova, Maria Dementyeva

Architectural

and Ethnographic
Museum

12+

The Diaghilev Festival includes the ‘Khokhlovka’ in its orbit, the open-air architec-
tural and ethnographic museum 40 kilometres from Perm. The museum of wooden
architecture hosts a musical performance by Peter Aidu, Tenebrae. Peter Aidu is
a composer, pianist, and sound artist. At his initiative, the world’s first symphony
orchestra without a conductor — Persimfans — was revived in 2009. Aidu is de-
veloping his own concept of phonorealism, based on the use of real-world sounds
as material for musical compositions.

Tenebrae is a musical piece and liturgy that reconciles a human being of
the Anthropocene epoch with the surrounding biosphere. The sound here is ex-
tracted from silence and breathing and fills the entire space with a dense sonorous
cloud. Tenebrae is also a musical pop art assembled from hundreds of mundane
objects ranging from a baby rattle to a mobile phone and a grocery bag.

The form of the piece’s performance refers us both to archaic rituals and to
the ‘collective actions’ of the Moscow conceptualists of the 1970s, but at the same
time the work remains within the framework of modern academic music: the score
is precisely written, detailed timbre work is carried out, and it is distinguished by
clear constructiveness. The piece is conceived as a single, continuously transform-
ing sound, a fluid structure in which change becomes the main principle of form.

According to the author of the play, Kazimir Malevich described the construc-
tive foundations of this work as accurately as possible in a letter to composer and
artist Mikhail Matyushin a hundred years ago: “Modern music should go in the di-
rection of developing expressive musical layers and should possess the length and
thickness of moving musical masses in time, and that the dynamism of musical
masses should be replaced by staticism, i.e. holding back musical sonorous masses
from temporal evolution.”

Free shuttle departure from the Soldatov Culture Palace at 21:15
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«31-4 reKcarpamman»

3NEeKTPOAKYCTUYECKHUM nepdopmaHc

15.06 nH UcnonHutenu:
23:59
YacTHas Bnagumnp MapTeiHOB, hopTenmMaHo
TatbAHa TpUHAEHKO, CKpUMKa
(bUNapMoHHA aHcambnb «MHIEKC ll» | INDEX 1]
«Tprymd» Apkaauia MkyHOB, CakCO(OH, NaB-31eKTPOHMNKA
18+ MaBen MNaHbKOBCKNW, NaNB-3M1eKTPOHMKA

Bnagumup MapTbiHOB MHOrOrpaHeH — 3TO BbIAAIOLMIACA KOMMO3UTOP, NMPOBO3-
rNacVBLUNN KOHEL, BPEMEHM KOMMO3UTOPOB; NapafoKCcanbHbI MbICAUTENb; 3HATOK
TPaANLUMA PYCCKOM LlyXOBHOW My3bIKU U APEBHEKUTANCKON (hMNocohum; Heykpo-
TUMBIN SKCNEPUIMEHTATOP, UrPAOLLUIA AXKEeMbl C MOMOAbIMU SMEKTPOHLLMKAMMN.

CotpyaHnyectBO MapTblHOBa C 3KCMEpVIMEHTaNlbHbIM HEOAXKa30BbIM aHCaM-
onem INDEX Il — noxanyw, Ta ero CTopoHa, KOTOPOW MeHbLUE BCEro OXUAaellb
OT KOMMo3uTopa, B 3TOM rofy otMmetmsLlero 80-netre. VX HOBbIA 3neKTpoaky-
CT4eckmin NnepdopMaHC «31-4 rekcarpaMma», B KOTOPOM y4acTBYeT fiereHaapHas
cKkpunadka TaTbAHa PUHAEHKO — COpaTHMLLA KOMMO3MTOPA M, MO BEPCUN CAMOTO
aBTOpa, NYYLLMIA UHTEPMNPETATOP ero My3blk1, — MpeacTaBnser cobor 3axBaTbiBa-
oL 3BYKOBOW MOTOK, rAe CMELUMBAIOTCSA Pa3Hble My3blKallbHble Te4eHUs: AapK-
a3, aMOueHT, IDM, 3neKTpoaKycTMyeckui HoM3, MUHUMAnn3M 1M CoBpeMeHHas
aKafemmyeckas My3blka.

B kutamckon «KHure Mepemer» 31-1 rekcarpamma «CaHb» — «B3anmopen-
CTBME» — TOBOPUT O MOBYXAEHUM K AeNCTBMIO, BAOXHOBEHUW, BHE3AMHOM MPUTO-
Ke dHeprum, HanpaBneHHON Ha 0ObeaMHeHMe Belller. Y CNoBa «CsHb» MHOXECTBO
3HAYEHWNIN: KOHTAKT, BAUSHME, NOOYyXAeHWe, CIMSIHME N COeIMHEeHVE — Hanpumep,
acCTpoHOMMYecKoe coefiHeHue nnaHet. A B [IpeBHeM KuTtae Tak HasbiBanu pas-
OuToe Kepammyeckoe M3aenve, CoeamHeHHbIe MOIOBUHKM KOTOPOro CRy>KMn na-
poneM Mnpu BCTpeYe CO3HUKOB. Bce OTTEHKM 3HAYeHMIM 3TOW rekcarpaMMbl TOYHO
OTPaXxaloT CyTb NepdopMaHca.
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‘hexagram 31’

electroacoustic performance

15.06 Mon Performers:
23:59 o _
Private Vladimir Martynov, piano
. . Tatyana Grindenko, violin
!Dh'_|harm?"'° INDEX Il Ensemble
Triumph Arkady Pikunov, saxophone, live electronics
18+ Pavel Pankovsky, live electronics

Vladimir Martynov is a man of many dimensions: an outstanding composer
who proclaimed the end of the age of composers, a paradoxical thinker, a con-
noisseur of Russian sacred music and ancient Chinese philosophy, and an inde-
fatigable experimenter who jams with young electronic musicians.

His collaboration with the experimental neo-jazz ensemble INDEX Il may be
the least expected facet of a composer who turned 80 this year. Their new elec-
troacoustic performance Hexagram 31, featuring legendary violinist Tatiana Grin-
denko — a longtime associate of the composer and, in his own words, the finest
interpreter of his music — is an exciting sonic stream in which different musical
currents converge: dark jazz, ambient, IDM, electroacoustic noise, minimalism, and
modern academic music.

In the Chinese Book of Changes, the Hexagram 31 ‘Xian" — ‘Interaction’ —
speaks of motivation for action, inspiration, and a sudden influx of energy aimed
at bringing things together. The word ‘xian’ has many meanings: contact, in-
fluence, motivation, fusion, and connection — for example, the conjunction of
planets in astronomy. In Ancient China, this was the name for a broken ceramic
object whose matching halves functioned as a password of recognition between
allies. All the shades of meaning of this hexagram accurately reflect the essence
of the performance.
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«MY3blKa
ANA NYCTOU KOMHATbI»

KaMepHbIX KOHLEepT apTMCcTOB musicAeterna

‘music
for an empty room’

chamber concert of musicAeterna artists

16.06 BT
23:30
YactHana
thrnnapmMoHuA
«Tpruymd»
16+
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UcnonHutenu:

Esrenunsa Kawupckas, ronoc
Bagum TendukoB, ckpumka
EkateprHa PomaHoBa, ckpunka
IOnHapa MypatoBa, anst

Nropb BoTBMH, B1OSIOHYeNb
Cawa Jlncrosa, doprennaHo
Hunkonam Maxapa, dopTtenmaHo

Mporpamma:

Kvpunn Apxunos (p. 1987)

Tpvo ona cKpUnkm, BUOOHYeNN 1 optenmaHo
Work of Time (2020)

EkateprHa PomaHoBa, ckpunka

Nropb BoTBMH, B1OSIOHYeNb

Hunkonan Maxapa, dopTenmaHo

«He 13MeHYMBbI TONBbKO NMepemMeHbl» |
Only Changes Are Not Changeable
ans poprenmnaHo cono (2021)
Cawwa Jlncrosa, optenraHo

«ckaxeHHbIM» | Distorted ons aByx cKpunok,
ansTa, BUOMOHYenn 1 doptenmaHo (2021)
Bagnm TendukoB, nepeas cKkpunika
EkateprHa PomaHoBa, BTOpas ckpunka
HOnHapa MypatoBa, anst

Nropb BoTBUH, BroNoHYenb

Hunkonam Maxapa, dopTenmaHo

16.06 tue Performers:

23:30 _ _ _

Private Evggnlya _K_ashlrsl_<aya, voice
. . Vadim Teifikov, violin

!:hl_lharm?mc Ekaterina Romanova, violin

Triumph Dinara Muratova, viola

16+ Igor Botvin, cello

4

Sasha Listova, piano
Nikolai Mazhara, piano

On the programme:

Cyrille Arkhipov (b. 1987)
Work of Time for violin, cello,
and piano (2020)

Ekaterina Romanova, violin
Igor Botvin, cello

Nikolai Mazhara, piano

Only Changes Are Not Changeable
for solo piano (2021)
Sasha Listova, piano

Distorted for two violins, viola,
cello, and piano (2021)

Vadim Teifikov, first violin
Ekaterina Romanova, second violin
Dinara Muratova, viola

Igor Botvin, cello

Nikolai Mazhara, piano



16.06 «My3blKa 414 MYCTOM KOMHATbI»

Anekcen PetuHcknm (p. 1986)
Tpwo ana CKpUnKM, BUONOHYENN
1 doprenmaHo (2007)

Bagnm TendukoB, cKkpumika
Nropb BOTBMH, B1OSIOHYeNb
Cawa Jlncrosa, oprennaHo

Anppeac Myctykuc (p. 1971)
DopTennaHHbI KBUHTET ¢ rofiocom (2006)
EBreHns Kawmpckas, ronoc

Bagnm Tendukos, nepsas ckpunika
EkateprHa PomaHoBa, BTOpas ckpunka
HnHapa MypatoBa, anst

Nropb BOTBUH, BMOMTOHYeNb

Cawa Jlncrosa, optenraHo

B koHLepTe connctoB musicAeterna 3BY4UT KaMepHO-UHCTPYMEHTanbHas My3bl-
Ka, HanMcaHHasa Tpemsa KoMMno3uTopamMu — pesungeHtamm musicAeterna n Joma
Pagno — po Havana mx coTpyAaHu4ecTBa ¢ musicAeterna. ABTOp maeun KoHuepTa
AHOpeac MycTykKuC pelinn npeactaBUTb NyonvkKe CONMHEHUs AN akagemMmnyeckix
COCTaBOB: (POPTEMMAHO COMO, (POPTENMAHHOIO TPUO, POPTENMAHHOIO KBUHTETA.
MporpaMMa BKJIloHaeT B cebsi Tpu npouseeneHns Kupunna Apxunosa, doprenu-
aHHoe Tpmo Anekces PeTnHcKoro 1 MopTennaHHbIN KBUHTET, HaNMCaHHbI AHApe-
acom MycTykncom B namsaTb o0 Anbcpene LLIHKTKe.

B Takow crtporov ccepe, Kak akafemMudeckas My3blka, OCOOEHHO SICHO Mpo-
ABIAIOTCA HE TOJSIbKO PafMKanbHO pa3Hble KOMMO3NLUMOHHbIE CTpaTernm, CTuneBble
N A3bIKOBble 0COBEHHOCTU KaXAoro M3 aBTOPOB, HO U TO, YTO UX OOBLEAMHSET.
B Ha3BaHWK NporpamMmbl 3a10XKeH BOMPOC, KOTOPbIA MOMOraeT 0OHapyXmnTb TOH-
Kie HacTpoukKM, cOnmKaloLme TBOPHECTBO TPeX KOMMO3UTOPOB: «3BYYUT N My-
3blka, KOrfa B KOMHaTe Ooniblie HUKOFO HeT?»
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Alexey Retinsky (b. 1986)
Trio for violin, cello,

and piano (2007)

Vadim Teifikov, violin

Igor Botvin, cello

Sasha Listova, piano

Andreas Moustoukis (b. 1971)
Piano Quintet with voice (2006)
Evgeniya Kashirskaya, voice

Vadim Teifikov, first violin
Ekaterina Romanova, second violin
Dinara Muratova, viola

Igor Botvin, cello

Sasha Listova, piano

The concert of the musicAeterna soloists features chamber and instrumental
music composed by three resident composers of musicAeterna and Dom Radio
prior to their collaboration with musicAeterna. The author of the idea of the con-
cert, Andreas Moustoukis, decided to present to the public works for academic
instrumentation — piano solo, piano trio, and piano quintet. The programme in-
cludes three compositions by Cyrille Arkhipov, as well as the Piano Trio by Alexey
Retinsky, and the Piano Quintet written by Andreas Moustoukis in memory of
Alfred Schnittke.

In such a strict field as modern academic music, not only radically different
compositional strategies, stylistic and linguistic features of each of the authors
become particularly clear but also what unites them. The title of the programme
contains a question that helps the audience to discover the subtle settings that
bring the work of the three composers closer together, “Does music sound when
there is no one else in the room?”
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«anbpen WHUTKe.
OPKecCcTp
rPOMKOroBoOpuUuTesien»

MY/IbTUMEAUMHBIN KOHLIEPT C NPOCTPaHCTBEHHbIM 3BYKOM

18.06 uT XYA0XKECTBEHHbBIV PYKOBOAMTESb

18:00 21:00 1 aBTop npoekTa Oner Hectepos

Myseit KpeaTnBHbIN npoptocep Cawa AxmagLyHa
Pexxnccep EsreHun NoTtaneHko

coBpemeHHoro [upvixep akyCMOHWMYMa

MCHyCCTBa Vnbsa CumdoKsT | SymphoCat

NMEPMM BuoeonHcTannauma n cueHorpadus: JuHa Kapaman

12+ ANropntMm4ecKoe MoLeNMpoBaHue:

KOHCTaHTUH [1oBXUK

TexHuyeckme pelleHmsa: AHToH Konoga,
ExkatepuHa Kopob

[nzanHep ApuHa Xypasnesa

«Anbdpen LLHnTKe. OpKecTp rpoMKOroBopuTenem» — ayaroBM3yanbHOe MnyTe-
LWecTBMe NO MUPY KMHOMY3bik Anbdpena LUHWTKE, OOHOMO M3 KPymnHEMLIMX
KOMMO3MTOPOB XX BeKka, aBTOpa My3blKW1 K NereHOapHbIM KapTiHaMm «W Bce-Takm
s Bepto..» Muxamna Pomma, «BocxoxpaeHue» Jlapucel Lenutbko, «®DaHTa3nm
DapateeBa» b Aepbaxa, «CTeknsiHHas rapMoHMKa» AHOpes Xp>KaHOBCKOro
v ap. My3sbika Anbdpefa LLIHWTKE MCNONHSAETCA Ha aKyCMOHWyMe — OpKecTpe
M3 MOYTW MOMYCOTHW TPOMKOroBopuUTeNnen. bnarogaps akyCMOHWYMY My3blka
Ha4yMHAEeT XUTb B MPOCTPAHCTBE: 3BYK ABWXKETCS BOKPYr CiylliaTenemn, cosdasas
oulyleHre ryOvHbl 1 NPUCYTCTBMSA. JMPUXKEPOM aKyCMOHWYMa BbICTyMaeT
komnosutop Unbs CumcoKat (SymphoCat).

[nsa 3putenen nytellectBMe Mo MUPY KMHOMY3bIKM HAa4MHAETCA C BUOEOWH-
CTanfIguMm ¢ Kagpamu 13 uibMoB, CayHOTPeK AJ19 KOTOPbIX Hanucan Anb@pes
LLHnTKe. ABTOP BMAeouHCTannaumMm — [OuHa KapamaH, BUOEOXyLOXHMLA U pe-
Xnccep, ydactHua BeHelmaHckon OueHHane, MOCKOBCKOrO MeXayHapoOHOro
decTrBans akcnepuMeHTanbHbIX GuIbMOB, decTnanen «flocnaHmne K 4enoBeky»
1 «3epKano».

KnHomy3bika Obina ans LUHWTKe nabopatopuert CTuns, WUCMbITaTeNbHbIM
NONMroHOM ANs naen: «3afada Moew XU3HM — 3TO NPeofoneHne paspbiBa Mexay
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‘schnittke live (e+u).
loudspeakers
orchestra’

multimedia concert with spatial audio

18.06 thu Artistic director and project author Oleg Nesterov
18:00 21:00 Creative producer Sasha Ahmadshina
PERMM Museum Director Evgeny Potapenko

Conductor of the acousmonium llya SymphoCat
of Contemporary Art Video installation and set design: Dina Karaman
12+ Algorithmic modelling: Konstantin Dovzhik
Technical decisions: Anton Koloda, Ekaterina Korob
Designer Arina Zhuravleva

Schnittke Live (E+U). Loudspeakers Orchestra is an audiovisual journey through
the world of film music by Alfred Schnittke, one of the greatest composers of
the 20™ century, the author of the music for the legendary motion pictures
| vsyo-taki ya veryu (‘And Still | Believe’) by Mikhail Romm, Voskhozhdeniye
(‘The Ascent’) by Larisa Shepitko, Fantazii Faryatyeva ('Faryatyev’'s Fantasies’)
by llya Averbakh, Steklyannaya garmonika (‘The Glass Harmonica’) by Andrey
Khrzhanovsky, and others. In the concerts, the music of Alfred Schnittke is per-
formed on the acousmonium — an orchestra of about fifty loudspeakers. Thanks
to acousmonium, music begins to live in space — sound moves around listeners,
creating a sense of depth and presence. The acousmonium is conducted by com-
poser llya SymphoCat.

A journey through the world of film music for the audience begins with
a video installation with stills from films containing the music by Alfred Schnittke.
The author of the video installation is Dina Karaman, a video artist and director,
participant of the Venice Biennale, as well as the MIEFF, The Message to Man and
Zerkalo (“The Mirror') festivals.

For Schnittke, film music was a laboratory of style, a testing ground for ideas:
“One of my life’s goals is to overcome the gap between ‘E' (ernste Musik, serious
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18.06 «anbtpes LWUHUTKE. OPKECTP NPOMKOroBOpUTENEN»

E n U (E-Musik, ernste Musik n U-Musik, Unterhaltungsmusik — cepbesHas
1N pa3BrekaTenbHas), Laxe ecn s Npu 3ToM comalo cebe weto». MpeogoneTb
3TOT Pa3pbiB KOMMO3UTOPY YAANOChk: camMble 3P@EKTHbIE HAXOOKN B KMHOMY3bIKe
LLIHnTKe wncnonb3oBajl B CBOMX akKafdeMumyeckux npouvssendeHuax. B npoekrte
«Anbdpen LLHWTKe. OpkecTp rPOMKOroBOpuTENen» 3TOT MPOLLECC B3aVMHOIO
oboralleHus OBYX My3blKalbHbIX Cchep CTaHOBUTCA BUAVMbBIM.

B cBoumx pabotax LLIHWTKe Yacto obpallancs K MpOCTPaHCTBEHHOMY 3BYKY,
Oyllb TO MHOFOCMOVHbIe hakTypbl MM BapbUpoBaHHOE 3X0. O MHOroKaHasbHOM
3ByKe KoMno3uTop ete B 1970 rofy roBopui Kak O BaxXHeWLLIEM OTKPbITUM, KOTOpoe
MPUHECNO B 3BYYallylo MaTepuio >XMBYIO WUrPy My3blKanbHbIM MPOCTPAHCTBOM
N TeM CaMbIM 130aBMIO ee OT MEPTBEHHOCTM OLHOMEPHOW 3BYKOBOW AOPOXKKM.

«Anbdpen LWHuTke. OpKecTp rpomMKoroBoputenen» — 4acTb OO0MbLIOro
nccneqoBatenbckoro npoekta Onera Hecrepoa «Tpw cteneny cobodbl. My3bika
> kmHo > CCCP», nocBALweHHOro heHoOMeHy COBETCKOM KMHOMY3bIKW. COBETCKas
KMHOMY3blka — 370 LLIHWTKe 1 Mpokodbes, ybanoynnHa v LLoctakoBud, KapeTt-
HWKOB W BamHOepr. Ons HWUX KMHOMY3blka CTafla BO3MOXHOCTbIO CBOOOAHOIO
NMPOSABIIEHNA B WCKYCCTBE: CyLLEeCTBYA OPULManbHO, OHa MOrJa He BMUCHIBATbCA
B KaHOHbI «COLMANMCTUYeCKoro peanmsma». fepoamu npoekta kK 2026 rofy yxe
ctanu Tpu komnosutopa: Anbdpen LHuTke, Oner KapaBanyyk v AnekcaHop
KHavndens.
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music) and ‘U’ (Unterhaltungsmusik, music for entertainment), even if | break my
neck in doing so!” The composer managed to bridge this gap indeed — Schnittke
used the most successful finds in film music in his academic works. The pro-
ject Schnittke Live (E+U). Loudspeakers Orchestra reflects the process of cross-
fertilisation between to music spheres.

In his works, Alfred Schnittke often turned to spatial audio, whether it was
layered textures or varied echoes. Back in 1970, he spoke about multi-channel
sound as the most important discovery that brought the live play of musical space
into the sounding matter and thereby freed it from the deadness of a one-dimen-
sional sound track.

Schnittke Live (E+U). Loudspeakers Orchestra is a part of Oleg Nesterov's
large research project Three Degrees of Freedom: Music > Cinema > USSR, fo-
cused on the phenomenon of Soviet film music. Soviet film music includes works
by Schnittke and Prokofiev, Gubaidulina and Shostakovich, Karetnikov and Wein-
berg. For composers film music became an opportunity for free expression in
art: while officially existing, it could transcend the canons of ‘socialist realism’.
By 2026, three composers have already been selected as the project’s heroes:
Alfred Schnittke, Oleg Karavaichuk, and Alexander Knaifel.
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Hacup wamma
MU aHCamMmb6nb

KOHLEePT 3THAYECKON MY3bIKH

19.06 nt UcnonHutenu:

23:00

YacTHas Hacup LLlamma, apabckas nioTHs
Kapnoc MuHbsiHa, rutapa GnamMmeHko

(bunapmoHua XyccenH 3axaBu, fad, nepkyccus

«Tpuymdc»

16+

Bblgalolmines Mactep Urpbl Ha Knaccuyeckon apabckon nioTHe Hacup Lllamma
BO3BpalLaeTcs Ha [armneBckuin ectmBanb — C aHcaMbnem. Bmecte ¢ My3blkaH-
TaMK, 06nafatoLWMMU PasHbIM KyNbTYPHbIM O3KrpayHAOM, JIOTHUCT 1 KOMMO3UTOP
NpeLcTaBUT COOCTBEHHbIE COYMHEHWS.

Hacup LWWamma — oOuH M3 CaMbIX M3BECTHbIX B MUPE COJIbHbIX WCMOMHM-
Tenen Ha anb-yae, apabckon nioTHe. My3blkaHT poamncs 1 obyvancs B Mpake,
HO [aBHO YXe ABNAETCA WCTUHHBLIM MPpaxAaHUHOM MUpa. B cBOMX KOMMO3MLMAX
LLlamma obbefmHseT knaccudeckre apabckme TpaguLmm C rapMOHKUEN 1 pUTMaMM
MNCMaHCKOro (honbKiopa v 31eMeHTaMm eBPOMEeNCKOM KNacCUKKM. Ero mosTmyHble
COYMHEHMS, HEPEAKO OCHOBaHHbIE Ha CY(DUMCKMX MAesX, M300MNyioT TemaTnye-
CKVIMW KOHTpacTaMu U BUPTYO3HbIMW NaccaxkaMu. Pa3BrBas TexHn4eckme BO3MOX-
HOCTK anb-yaa, Lamma pa3pabotan HOBbIV TUM 3TOrO MHCTPYMEHTa — C LOMon-
HUTENbHLIMY CTPYHaMMU.

Bmecte ¢ Hacvpom LLlammown B Mepmim BbICTYNST apTUCTbI, Bnnskne no ypos-
HIO MacTepCTBa N 3CTETUYECKMM YOeXAeHUAM. VICNaHCKMIA NCNIONTHUTESNb Ha rMTape
dnameHko Kapnoc MuHbsHa B COBCTBEHHBIX MPOEKTax 4YacTo MPOHMKAeT Ha Co-
npefenbHble TEPPUTOPUM: OT EBPOMENCKOM KNACCUKM [0 apabckor nomn-my3bIKu.
Kypacku nepkyCcCMOHUCT XyccenH 3axaBu BnageeT TPaauLMOHHBIMW YOAPHBIMM
NHCTPYMEHTaMV MHOTMX CTpaH, OH ybexzeH B TOM, 4To My3blka KypamcraHa —
3TO YacTb KyAa bonee obWMPHOrO MMpa, NpocTupaioLlerocs ot FOxHow icnaHnm
yepe3 CeBepHyto Adpuky, bankaHsbl, Mpeumio, AHatonumio, Kaskas u VipaH 0o camom
NHonn.

Bblpaxkaem bnarogapHocTb Mepmckon habprike
My3blKanbHbIX MHCTPYMeHTOB INVA, a Takxe NryHo
ee ocHoBarteno EBreHunio Penuny.

. LNVAH

naseer shamma
and the ensemble

ethnic music concert

19.06 fri Performers:
23:00 N Sh Arabic oud
D aseer Shamma, Arabic ouc

) ) Carlos Pinana, flamenco guitar
Ph'_lharmon'c Hussein Zahawy, daf, percussion
‘“Triumph’
16+

Naseer Shamma, an outstanding master of playing the classical Arabic oud, re-
turns to the Diaghilev Festival with the ensemble. Together with colleagues from
different cultural backgrounds, the musician will present his own compositions.

Naseer Shamma is one of the world’s most famous solo performers on the al
oud, an Arabic lute. He was born and educated in Irag but has long been a true
citizen of the world. In his compositions, Shamma brings together classical Arabic
traditions with the harmonies and rhythms of Spanish folk music and European
classical music. His poetic pieces, often inspired by Sufi ideas, are full of thematic
contrasts and incredible virtuosity. Expanding the technical possibilities of the oud,
Shamma developed a new type of instrument with additional strings.

Together with Naseer Shamma, musicians who are close to him in performing
skills and aesthetic beliefs will perform in Perm. Spanish flamenco guitarist Carlos
Pinana often penetrates into neighbouring musical territories in his own projects,
ranging from European classics to Arabic pop music. Kurdish percussionist Hussein
Zahawy owns traditional percussion instruments of many nations. He is convinced
that the music of Kurdistan is part of a much wider musical world stretching from
Southern Spain through North Africa, the Balkans, Greece, Anatolia, the Caucasus,
and Iran all the way to India.

We are grateful to the Perm Factory of
Musical Instruments INVA and personally to
the founder of the company Evgeny Repin.

e LNVAH




AATUNEeB.HOYDb:
«KMEeéXaHUYEeCKUHN nec»

KOHLEPT a/ibTepHAaTUBHOM MY3blKH

diaghilev.night:
‘the mechanical dog’

alternative music concert

20.06 c6 «[armunes.Houb» — 370 PuHaNbHas BCTpeYa 20.06 sat Diaghilev.Night is the final gathering of all
23:00 BCeX y4aCTHMKOB W rocten dectmsans. 23:00 participants and guests of the festival.
EEED CneumanbHbIn roctb — denbduH P”Yate ) A special guest is Dolphin with his electronic side
(bunapmoHua CO CBOWMM 3MEKTPOHHbIM Calf-NPOeKTOM Philharmonic project The Mechanical Dog.

«Tpuymd» «MexaHNYecKun nec. ‘Triumph’

18+ 18+

HenbduH (AHgpen JbicnkoB) yxke Gonblie 30 NeT ocTaeTcst 3aMeTHOM hurypon
POCCUINCKOWM MY3bIKM, COXPaHSAA FOTOBHOCTb MOCTOSIHHO MEHSTb 3BYK, CTUb 1 Aaxe
camy popMy BbICKa3bIBaHMA. B nopTdonmo apTncra ecrb sKCneprMeHTbl C CAyHAOM
N CNOBOM, KOHLeNTyasbHble anb0OMbl 1 NPOEKThI, PacKpbIBalOLLMECS KaK 3BYKO-
Bble MUPbI CO CBOEW aTMOCHepPON.

OfVH 13 Takmx napanfenbHbIX MUPOB — 3NEKTPOHHbIV Carg-npoekT «Me-
XaHn4ecknn nec». B Hem AHApent JIbICMKOB BEPHYNCA K pUTMaM 3nekTpo, MHAa-
cTpuana M paHHero Xur-xora — My3blke, Mo KOTopytlo B KoHue 1980-x TaHue-
Ban Opewik-gaHc Ha ApbaTe M C KOTOPOW Havanacb ero My3blKanbHas Kapbepa.
B pamkax 3toro npoekTa JenbduH BbINyCTU y>Ke TpW NoNHOMOPMAaTHbIX anbboma
OCTPOCIOXKETHOW 3MEKTPOHUKMN C KMHEMATorpaduyeckor atTMocdeport 1 aHTUyTo-
NMMYeCcKMM MOATEKCTOM, a TakXe HeoAHOKPATHO CTaHOBWNCS XednaMHEPOM Kpymn-
HbIX POCCUMCKMX hecT1Banen 3NeKTPOHHOM My3bIKU.

Dolphin (Andrey Lysikov) has been a prominent figure in Russian music for more
than 30 years, maintaining a willingness to constantly change the sound, style,
and even the very form of artistic statement. His portfolio lists experiments with
sound and words, concept albums, and projects that reveal themselves as sound
worlds with their own atmosphere.

One of these parallel worlds is the electronic side project The Mechanical
Dog. Here, Andrey Lysikov returned to the rhythms of electro, industrial, and
early hip-hop music, to which he performed breakdance on the Arbat in the late
1980s and which was the beginning of his musical career. As part of this project,
Dolphin has already released three full-scale albums of action-packed electronics
with a cinematic atmosphere and dystopian overtones, and has also repeatedly
become a headliner at major Russian electronic music festivals.
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XopoBaA My3blKa

Bonble, yem oaAUH
O npupoae xopa

Onbra KomoK

B umkne JaruneBckoro gectBansa «XopoBas My3blka» BCTPEYAIOTCA KOMNEKTUBSI,
HaCYMTbIBaOLLME OT LUeCT! 40 COpOKa-MioC NeBLOB. Te, YTO NomMeHblle, — «UH-
Tpaga» v «Y3opuka» — ohuLManbHO Ha3blBaloTCA aHCaMbnsamu. ToT, Y4To nocepe-
anHe, «DecTMHO», — KaMepHbIM XOPOM. M NKULb KpymHble KONMEKTUBbI, «KOMY
3a COpOK», MMeHyloTCs 0e3 3KMBOKOB: Xopbl Mepmckon onepbl, musicAeterna,
DecTrBanbHbIN MONOAEXHbIN. Tak y>K NOBENOCh B BEKAX W OTEHECTBEHHOM Tabenn
O paHrax.

Mexay Tem BCe OHW — XOpbl. s KOMMO3MTOPOB MOOOro CTONETUS, COYN-
HAIOLLMX XOPOBYIO MY3bIKY, KONMYECTBO WCMOMHUTENEN MMEeEeT ropa3fo MeHbLue
3Ha4YeHus, YemM 1X KayecTBo: 0O00LLIeHVE NPUMEHUMO U K Xunbaerapae buHreH-
ckon, 1 Kk Cepreto PaxmaHnHOBY, 1 K ApBo [lapTy. A 4TO 3TO 3a Ka4ecTBO, J1erko
onpefennTb C NOMOLLBIO STUMOSIOTMU 1 UCTOPUN TEPMUHA.

Mo-[opeBHerpeYeckt Xo0pog — CKOMNEeHWe Miofen, Tonna, KPYroBow TaHel,
C NeHWeM, TO eCTb XOPOBOA, M MPOCTPAHCTBO, MpefdHasHayeHHoe AN MCNOonHe-
HWS Takoro TaHua. [epBble XOpbl-XOpOBOAb! BOAUAM Nepep, antapem [AnoHmnca nnm
Apyrux GoxecTB: 3T0 Obina B OyKBaNbHOM CMbIC/Ie AyxXOBHas npakTuka. C BO3-
HWKHOBEHVEM TeaTpa XOp NepekoyeBasn B Tpareauio 1 KOMeAMIo Kak BaxHeKLlee
(NoHa4any — eQMHCTBEHHOE) AeNCTBYIOLLEE NTNLO: NNLO BO MHOXECTBEHHOM YMC-
ne, KONNEeKTMBHbIA NMepCcoHaX, KOTOPbIW, BCTyNas B AManorn C aktepamu, roBo-
pU OT UMEHW «BCEX», a KOMMEHTUPYSA Mpomncxofsllee — CO «BCEMW». YdacTne
B XOpe OblfI0 MOYTEHHbBIM AEeIOM, aKTOM UCMOHEHMS ODLLEeCTBEHHOro AoMra Ans
MOSHOMPABHbIX MPaXXAaH rPeveckmx MOMMCOB, 3aTeM PUMCKOW UMIepun, roe Te-
aTp BbICTyMNas perynatopom B3alMOOTHOLLEHWU YernioBeKa ¢ boraMu 1 rpaxaaH —
C rocyapcTBOM.

MTaK, OpeBHerpevecknii xop — 3TO «Dofblie, Yem oAmH» (4TO O4EBMAHO
B MPOTMBOMOCTABNEHNI XOpa W aKTepa/akTepoB) M «BCe Kak oAunH» (Bedb XOp —
eANHbIA, MOHONMUTHBIV NEePCOHaX). Ha 3TMx ABYX MPOCTbIX MpUHUMNax GasupyeT-
Cst BCA NpodeccroHanbHas XxopoBas My3blka EBponbl: OT 3apoxAeHns 00 Hallmx
IHen. HeobxoammocTb co3fiaBaTb o0Llee 3BYKOBOE TeNo M3 MHOXECTBA rofoCoB,
«MepcoHaxa» M3 NUYHOCTEM — 3TOT KPaeyrofibHbI KaMeHb B CTPOUTENbCTBE Jlo-
©oro xopa aBTOMaTUYECKI CTaHOBUTCS KAMHEM MPETKHOBEHMS Ha NMyTW NepcoHanb-
HOro CaMOBbIpaXeHUs 1Ny H6opbbbl 33 NepBeHCTBO. B camy mpupoay xopa Kak
MY3bIKalbHOrO MHCTPYMEHTa OKa3blBAETCs BMOXKEHO TO, YTO MpeBpallaet Modyio
YerioBeYeCKylo NPaKTMKy B AyXOBHYKO, — OTKa3 OT JIMYHbIX CTpacTer 1 ambuumn,
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More Than One
On Nature of the Choir

Olga Komok

In the Diaghilev Festival Choral Music cycle there are ensembles numbering from
six to forty-plus singers. The smaller ones, like Intrada and Uzorika, are officially
called ensembles. The one in-between, Festino, is a chamber choir. And only large
groups, those ‘'more than of forty,” are referred to in one word without doubt —
like the choirs of the Perm Opera, musicAeterna, or the Diaghilev Festival Youth.
It has been the case in the centuries and in the national ‘Table of Ranks'.

Nevertheless, these are all choirs. At any epoch, for composers writing cho-
ral music, the number of performers is much less important than their quality:
the generalization applies to Hildegard of Bingen, Sergei Rachmaninoff, and Arvo
Part. The performance quality is easy to determine using the etymology and history
of the term.

In ancient Greek, xopog means a gathering of people, a crowd, a circular
dance with singing, that is, a round dance, and a space designed to perform
such a dance. The first choirs were performed in front of the altar of Dionysus
or other deities — it was literally a spiritual practice. With the advent of the the-
atre, the choir migrated to tragedy and comedy as the most important (and at
first the only) actor — a plural person, a collective character who, entering into
dialogues with the actors, spoke on behalf of ‘everyone’, and commenting on
what was happening, with ‘everyone’. Participation in the choir was a respect-
able act, an act of fulfilling a public duty for full-fledged citizens of the Greek
polis, and then of the Roman Empire, where the theatre acted as a regulator of
the relationship between humans and the gods, and citizens and the state.

So, the ancient Greek choir is ‘more than one’, which is obvious in contrast
to the choir and the actor/actors, and ‘all as one’, because the choir is a single
monolithic character. All professional choral music in Europe has been based on
these two simple principles from its inception to the present day. The need to
create a common sound body from a multitude of voices, a ‘character’ from per-
sonalities — this cornerstone in the construction of any choir automatically be-
comes a stumbling block on the path of personal self-expression or the struggle
for primacy. There is something embedded in the very nature of the choir as
a musical instrument that turns any human practice into a spiritual one — giving
up personal passions and ambitions, going beyond one’s own self, uniting with
others for the common good and/or communicating with something greater, be
it higher forces, the audience, and finally music as such.
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BbIXOZ 33 Npeaesibl COOCTBEHHOrO «s1», eMHEHNe C ApYrMMK paau obuero Gnara
n/vnn obueHus ¢ Yem-To 6GnbLWKM, OyAb TO BbICLLME CUIbI, NyOnMKa, HakoHeL,
My3blka Kak TakoBas.

Pa3zmep ke xopa — [efo AecsToe U 3aBUCUT OT Macchl 0b6cToATensCTB. Ecnm
XOPOM MOET, K MPUMepyY, BCS MacTBa Ha cnyxbe, KOMMYECTBO MOIOLMX 3aBUCUT
OT BMECTUTENBHOCTM XPaMa W CTeneHU BaxKHOCTW NINTYPrun, a KayectBO MeHnd
TpebyeT Menoamm 1 CnoB, AOCTYMHbIX OSS 3aMOMWHAHWUS U BOCNPOU3BEOEHMS.
VIMeHHO Takue, CpaBHUTENbHO NpOCTble eBponenckme poHaenn XII=XII cronetmnm
BKJTIOHEHbI CPeAM NPoYero B MporpamMmy aHcambns «Y3opuka» (3amMeTuM, cpefiHe-
BEKOBbI POHAENb — 3TO OyKBaslbHO XOPOBOA; MO HEKOTOPbIM CBUAETENbCTBAM,
LaXe B Xpamax NpUXOoXaHe MOV He NPOCTO NeTb 3T POHAENM, HO W NPUTAHLO-
BbIBaTb B MPOLIECCE, POBHO Kak Ha ApeBHEerpeveckour 3ape UCTopum).

Co BpemeH paHHero CpefHeBeKOBbsi B xpamMax 3anagHou 1 BocTo4Hom
LepKBen BMEeCTO MacTBbl Meny MPerMYyLLEeCTBEHHO MeBYME: CBALLEHHOCTYXMTe-
NN, MOHaXM U MNX Y4EeHUKM, OCBOMBLUME KOPMYC NECHOMEeHWU B YCTHOW nepefaqe,
a BMNOCNeACTBMY YMeIoLLME YUTaTb HOTbl 1 MO BO3MOXHOCTY BflafetoLLe rofJoCoM.
B cpenHeCTaTUCTMYECKOM XPame MM MOHACTbipe — BHE OOMbLUMX NPa3AHUKOB —
XOPWUCTOB HWKOTAa He ObiBano MHoro: Hu B Xl ctonetuu, HK cendac. Lectn ye-
NIOBEK Ha KnMpoce, Kak B aHcaMbne «Y3opuka», ans pycckon my3bikin XVI-XVII
BEKOB — OCOOEHHO A1 UCMONHEHUS CJTOXKHbIX PAacNeBOB BPOLE AEMECTBEHHOIO
NV TPOECTpoUMs — Oonee 4eM LOCTaTO4HO.

B EBpone PeHeccaHca 1 6apOKKO C pa3Mepami XOpPOB OblBafio MO-pasHOMY:
TO rycro, To nycto. [daxe MoranH CebacTtbsiH bax, paboTas B Jlemnuure, Hepenko
[LOBOMNbCTBOBANCA COBCEM HEDOMbLWMM COCTaBOM. YTOObI OTAENUTH BOKaSbHblE
aHCaMOnM OT XOpPOB, WCCNEAOBATENM N My3bIKaHTbI-«CTAPUHLLMKIAY  NPUHAN
3a NpaBWo: [iBa NeBLa, UCMOSHAIOLME OOHY NapTuio, — Yy>Ke xop. HO Npm XXM3HN
Baxa cny4anock, 410 ero KpynHble COYMHEHMS UCMONHANNCL KBapTETOM, OyKBanb-
HO MO OAHOMY MeBLY Ha NapTuio. W BCe Xe 3T0 He MpeBpaLLano XOPOoBYIO My3bIKy
B aHCaMOneBylo: obLLee BbICKa3blBaHWE He CTAHOBWUIOCh Pa3rOBOPOM HECKOMbKMX
Pa3HbIX MepCoHaxer, Kak B OMepHbIX KBApTETaX TOM e 3MOXM.

Xopam «®ectnHO» 1 «VHTpafa», KOTopble C PoXAeHWs (POKyCMpoBanmch
MMEHHO Ha My3blke BapoKKO, OOMbLLIOro COCTaBa Mo MOHATHLIM NMPUYMHAM He Tpe-
boBanock. He Tpebyetcs ero 1 Ha sarmnesckom dectmBane. B «lnade Vepemumn»
Bnagumupa MapTbiHOBa, WUCMOMHAEMOM XOpPOM «DecTUHO», MUHUMAaNUCTUYHA
He TONIbKO MHTOHALMOHHAsA BS3b, HO W 3BYKOBOM 0OBEM: 3TO MPOW3BEAEHMEe Be-
JIUKO B OJINHY, He B LWMPKWHY. «[Tna4y» AnmMTca nontopa 4aca M OTCbIIaeT K ackeTuy-
HbIM TPaAMUMSAM OPEBHEPYCCKOro, BM3AHTUMCKOrO U OankaHckoro Gorocnyxkeo-
Horo neHus. Linkn «nucanuns» Ossuaa J1sHra, Bonnowaembin xopom «/HTpaga»,
BbI3BaH K XM3HW NIMYHBIM OTKPbITUEM: KOMMO3UTOP MOPa3uca TOMY, 4TO BO Bpe-
M$ CaMbIX KPYMHbIX MYAEUCKMX MPa3gHVKOB YMTAIOTCA M MOKTCA CaMble Tparnde-
ckne cTpaHuubl brubnum, ot Ekknecracta go Mnava Mepemun. Co3paHHble JIaH-
roM aBTOPCKME KOMMaXM M3 TeKCTOB BrMONMM CTaHOBATCS B XOPOBOM MCMONTHEHWN
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Well, the size of the choir is a minor matter and depends on a lot of cir-
cumstances. If, for example, the entire congregation sings in a choir at a service,
the number of singers depends on the capacity of the church and the importance
of the liturgy, and the quality of singing requires melodies and words that are ac-
cessible for memorisation and reproduction. Such relatively simple European ron-
dells of the 12" and 13" centuries are included, among other things, in the pro-
gramme of the Uzorika ensemble. It is worth mentioning that the medieval rondell
is literally a round dance; according to some evidence, even in churches, these
rondells could be not only sung, but also somehow danced in the process, just
like on the ancient Greek dawn of history.

Since the Early Middle Ages, in the temples of the Western and Eastern Churches,
instead of the congregation, mainly choristers sang — clergymen, monks and their
students, who mastered the body of chants in oral transmission, and subsequently
were able to read notes and, if possible, master the voice. The numbers of choristers
have never been large in an average church or monastery outside of major festivals,
either in the 12 century or now. Six people in the choir, as in the Uzorika ensemble,
is more than enough for Russian music of the 16™ and 17t centuries, and especially
for performing complex chants like the Demestvenny or the three-line chant.

In Renaissance and Baroque Europe, the size of the choirs was different,
sometimes more, sometimes less. Even Johann Sebastian Bach, working in Leipzig,
was often content with a very small choir. In order to separate vocal ensembles
from choirs, researchers and early music performers have adopted the rule that if
two singers perform the same part, it is already a choir. However, during Bach’s
lifetime, it happened that his major works were performed by a quartet, literally
one singer per part. And yet, this did not turn choral music into an ensemble:
a collective statement did not become a conversation of several different characters,
as in opera quartets of the same era.

The choirs Festino and Intrada, which from foundation focused specifically
on Baroque music, did not require a large membership for obvious reasons. It is
not required at the Diaghilev Festival either. In Vladimir Martynov’'s Lamentations
of Jeremiah, which is performed by the Festino choir, not only the intonation,
but also the sound volume is minimalistic — this work is large in length, not in
width. Lamentations last an hour and a half and refer to the ascetic traditions
of ancient Russian, Byzantine, and Balkan liturgical singing. David Lang's cycle
the writings, performed by the Intrada vocal ensemble, was brought to life by
a personal discovery: the composer was amazed that during the largest Jewish
holidays the most tragic pages of the Bible are read and sung, from Ecclesiastes
to the Lamentations of Jeremiah. In the choral performance, his author’s col-
lages from the texts of the Bible become a restrained collective meditation on
the eternal cycle of life and death, joy and pain.

The flickering of secular and spiritual contents, the germination of one into
the other, is a generic feature of the choral music of Georgy Sviridov and Valery
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COep>XXaHHOW KONNeKTUBHOM MeAuTaumeln Ha TeMy BEYHOro KpyroBOpoTa >KW3HU
1N CMepTH, pajocTu 1 6onu.

MepuaHme CBETCKOro M [yXOBHOMO COAEPXKaHuM, npopacTaHe OfLHOro
B Opyroe — pOAOBas YepTa XOpoBOW My3blku leoprua CeBupugosa v Banepus
[aBpynnHa. B OeMOHCTPaTUMBHO CeKyNIAPHOM COBETCKOM MWPE KX COYMHEHU:
Ha CTUXM PYCCKMX MO3TOB BOCMPUHMMANMCh (a MOXET, M 3aMbICIMBANUCL) Kak
«CBETCKME NUTYPrumM», KOTOpble Urpann Ty Xe Pofb, YTO CUMMOHMM BEHCKMX
KNaCCMKOB — 3TW «CBETCKME MECChbI» — B KYNBTYPHOW XM3HW MNapuxa v BeHbl
B 3noxy lNpocBelleHus. Takor 3chdekT ocobeHHO MposiBieH B nporpaMmMe xopa
MepMcKoW onepsbl: 3eCb OMyCbl COBETCKMX KNACCUKOB 3BYYaT PSAOM C AyXOBHOM
MY3bIKOM PaxMaHMHOBa M pacneBaMu LIepKOBHOIMO 00MXoAa, OTKyAa PaxmaHMHOB
Yyepras CBOW A3bIKOBble MOLENN.

Paon Miserere ApBo lapTa — CBETCKOTO COMMHEHMSA Ha KaHOHWYecKue KaTo-
nnyeckme TekcTbl — Teonop KypeHT3nc cobupaeT MaclTabHbIM COCTaB B TUMAY-
HbIX hecTmBanbHbIx Tpaamumax XIX—XXI cronetnn: xopbl musicAeterna, «®ectu-
Ho», MonofeXHbIn hecTVBanbHbIN 1 NPUMIaLLlEHHbIE apTUCTbI NIOC OPKECTPaHTbI
musicAeterna. Bmecte ¢ 3Ton ppeckon, HaMUCAHHOW LWMPOKMMI Ma3KaMu — M-
HUMAnNUCTVYHble TAMEHTO MO KPasiM, COKPYLUMTENbHO APOCTHbIN Dies irae B ce-
peanHe, — mcnonHaetca umkn Obépaa Kyptara «MecHn yHbIHUA U nevann». AH-
rMUNCKOe OpUrMHanbHOe HasBaHue ornyca, Songs of Despair and Sorrow, MOXHO
ObIno Obl NepeBecTy Kak «[lecHN oTHafHUS 1 ropsi» — Takon TOCKOW 1 0OpeyYeHHo-
CTblO MOMHbI NpeAcMepTHble CTUxK brnoka, LiBetaesomn, EceHnHa, MangenbLlutama
1 JlepMOHTOBa, M30paHHble BEHrepCKMM M3TPOM. B maptutype Kyprtara 3t cTuxm
pa3bATbl Ha CNI0Ba 1 POHEMbI, JIULLEHbI BCAKOrO MPUBLIYHOMO HaM «pPyCcCKOro Me-
N0Ca», CNpPeccoBaHbl B CTPEMUTENBHYIO Yepeny XeCTKUX U pe3kux My3blKanbHbIX
COObITMI. XOp UCNONb3yeTcst Kak OyATO He MO Ha3HaYeHWIo: HanMcaHHble 4s Hero
BMPaXu Criogpy-Hee ObIo Obl UCMONHATE OPraHy, CUMMOHUYECKOMY OPKECTPY NN
aHcaMOnio conucToB. W Bce xe KOMMNO3UTOPY MNOHAAZ00uNCs Xxop. MOHATHO novemy:
MMEHHO 3TOT VHCTPYMEHT — KOMNEKTMBHbIM MNEepPCOHaX — CMOT MPeBpaTUTb pycC-
CKYI0 MCNOBeAaNbHYI NNPKKY B rOI0C BCETO YeNloBeYeCTBa 1N OTBETUTDL (He B HOTax
KypTara, pasymeeTcs, HO B CNyLIATENbCKOM OLLYLLEHWUM) KaxkZOMY 13 NO3TOB: «Tbl
Oonblue, Yem oauH», «Mbl BCe KaK Thbi».
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Gavrilin. In the ostentatiously secular Soviet world, their compositions based
on poems by Russian poets were perceived — or maybe even conceived — as
‘secular liturgies’ that played the same role as the symphonies of the Viennese
classics, these ‘secular masses’, in the cultural life of Paris and Vienna dur-
ing the Enlightenment. This effect is especially evident in the programme of
the Perm Opera Choir, where the opuses of Soviet classics are played alongside
Rachmaninoff's sacred music and church chants, which Rachmaninoff drew his
language patterns from.

For the sake of Arvo Part's Miserere, a secular composition based on ca-
nonical Catholic texts, Teodor Currentzis gathers a large-scale composition in
typical festival traditions from the 19% to the 21+t century: the musicAeterna Choir,
Festino, the Diaghilev Festival Youth Choir, and guest artists plus musicAeterna
Orchestra members. Along with this fresco, painted in broad strokes — minimal-
istic lamentos at the edges, a crushingly violent Dies irae in the middle — Gyorgy
Kurtag's cycle Songs of Despair and Sorrow is performed. The original English
title of the opus convey the longing and doom that fill the poems of Blok,
Tsvetayeva, Yesenin, Mandelstam, and Lermontov, selected by the Hungarian
master. In Kurtadg's score, they are separated into words and phonemes, devoid
of any trace of so called Russian melos, compressed into a rapid series of stiff
and harsh musical events. The choir seems to be misused — the curves written
for it would be more fit for an organ, a symphony orchestra, or an ensemble of
soloists to perform. And yet, it was the choir that the composer needed. One
can tell why: it was this instrument, a collective character, that was able to turn
Russian confessional lyrics into the voice of all mankind and respond — not in
Kurtadg's scores, of course, but in the listener's feeling — to each of the poets,
‘you are more than one,” ‘we are all like you.’
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«ayuwa rpyctur
O Hebecax»

KoHLepT Xopa [NepMcKoro Teatpa onepbl U 6aneTta

‘the soul is sad
about heaven’

concert of the Perm Opera and Ballet Theatre Choir

13.06 c6
18:00
OpraHHbI¥ 3an
Mepmcrom
hrnnapmoHum
12+
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MaBHbIN XopMencTep 1 anpuxep xopa MNepmckoro
TeaTpa onepbl 1 bGaneta Banepus CachoHoBa
ABTOp nporpammbl Butanun XpaHos

Xopmenctep KoHCTaHTUH TMorpeboBckmin

Mporpamma:

Banepuin MaBpunuH (1939-1999)
«benbl-6enbl cHern», N2 16 13 cMdoHMM-
nencrea «lepe3BoHbI» AN CONUCTOB, HBOMbLLIOrO
xopa, robos, yaapHbIx 1 yteua (1982)

«I'Ip|/|mu,|/|Te, NOKJNTOHMMCA»
FPY3MHCKOro pacnesa AJ1d MY>XCKOIro Xopa

Ceprent PaxmaHuHoB (1873-1943)
«Mprnante, NOKIOHUMCS»,
Ne 1 n3 BceHouHoro 6aerus, op. 37 (1915)

«boropoaue [1eBo, pagynca», Hamnes
Bo3HeceHckoro (KpemneBckoro)
MOHACTbIPS A5 KEHCKOTO X0opa

Cepren PaxmaHnHoB

«boropoauue eBo, pagyncs»,
«bnarocnoseH ecu, focnoam», N2 6 1 9
13 BceHouHoro 6aeHus, op. 37

leoprun CeBupunpoB (1915-1998)
«[ywa rpyctut o Hebecax»
Ha cnoBa Ceprest EceHnHa (1967)

13.06 sat

18:00

Perm Philharmonic
Organ Concert Hall
12+
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Chief choirmaster and conductor of the Perm Opera
and Ballet Theatre Choir Valeria Safonova
Programme author Vitaly Zhdanov

Choirmaster Konstantin Pogrebovsky

On the programme:

Valery Gavrilin (1939-1999)

Bely-bely sneghi | White, white snows,

No. 16 from the choral symphony Perezvony |
Chimes for soloists, large choir, oboe, percussion,
and reciter (1982)

Priidite, poklonimsya | O come, let us worship,
a Georgian chant for a male choir

Sergei Rachmaninoff (1873-1943)

Priidite, poklonimsya | O come, let us worship,

No. 1 from Vsenoschnoye bdeniye | All-Night Vigil,
Op. 37 (1915)

Bogoroditse Devo raduysya | Hail Mary full of grace,
a chant of the Voznesensky (Kremlin) Monastery
for women's choir

Sergei Rachmaninoff

Bogoroditse Devo raduysya | Hail Mary full of grace
Blagosloven yesi, Gospodi | Blessed art Thou, O Lord,
Nos 6 and 9 from the All-Night Vigil, Op. 37

Georgy Sviridov (1915-1998)
Dusha grustit o nebesakh | The soul is sad about
heaven set to the verses by Sergei Yesenin (1967)



13.06 «AayLwia rpyctuT o Hebecax»

Anekcen JIbBoB (1798-1870)
«Beyepn TBoest TalHbIS»,
necHoneHue NUTyprun Bennkoro 4etsepra

lfeoprun Cenpupos

«Y bepera 3eneHoro»,

«YacoBas cTpenka b6m3nTCa K NOoTHO4MY,
«JTioboBb», Ne 2—4 13 kaHTaTbl «Ho4Hble obnaka»
Ha cnoBa AnekcaHgpa bnoka (1981)

«Mpeyncras [1eBo», TpaanLMOHHasA Konsaaka

Cepreint PaxmaHVHOB

«B MonuTBax Heycbinalollyto boropoanuy»,
xopoBou KoHuepT, TN 61 (1893)

«Tebe noem», N2 12 u3 Jlnutyprum

csiToro MoaHHa 3natoycta, op. 31 (1910)

Xop MepMcKoro TeaTpa ornepbl 1 Ganeta Nof yrnpaBieHNeM rmaBHOro Xxopmencre-
pa Banepun CadpoHoBOV NpefcTaBnsieT NporpamMmMy, KOTopas OXBaTbIBaeT PYCCKyio
My3blKy oT Anekces JlbBoBa 4o leoprus CBMpUAOBA.

B KoHUepTe Npo3By4aT MPEMMYLLECTBEHHO LyXOBHble COYMMHEHWH. PAanom
C dparmMeHTamn 13 BceHolwHoro 6aeHms Cepres PaxmaHVMHOBa — TpagMUMOH-
Hble MeCHOMeHMs PYCCKOro 1 FPy3MHCKOro obMxofda Ha Te e MOMUTBEHHble Tek-
CTbl. B nporpammy Takxe BKIIIOYEHO AyXOBHOE NeCHOMeHWe Dapo4HOro ckprnada
1 KoMmnosutopa Arnekces J1bBOBa.

CeeTckme npowsseneHua Banepusa laspunuHa v feoprua CBrprooOBa ecTe-
CTBEHHO BMIMBAIOTCA B 3BYKOBYIO MANNTPY KOHLEPTa: My3blKallbHbI/ CTPOW 1 Ofy-
XOTBOPEHHbIE TEKCTbl 3TUX COYUHEHUM HAMOMHEHbI TEMU Xe CKYMbIMW, HO MpPO-
HWNKHOBEHHbBIMW KpackaMm, TEMW Xe BbICOKUMU YCTPEMAEHNAMM, YTO COCTaBNSIOT
CyTb MPOV3BEAEHUI, NPefHa3Ha4YeHHbIX NS UCNONHeHNs B Xxpame. He cnyy4arHo
Ha3BaHWe NporpamMme Aan nmerHHo xop CBUpMOOBa «[lylia rpycTuT o Hebecax».

CoctaB xopa Mepmckoro TeaTpa onepsbl 1 baneta
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Alexey Lvov (1798-1870)
Vecheri Tvoyeya tainyya | The supper of Thy mystery,
the hymn for the Holy Thursday Liturgy

Georgy Sviridov

U berega zelyonogo | Off the coast of green
Chasovaya strelka blizitsya k polnochi |

The hour-hand is nearing midnight..
Lyubov | Love, Nos 2—4 from the cantata
Nochnye oblaka | Night Clouds set

to the verses by Alexander Blok (1981)

Prechistaya Devo | O most pure Virgin,
a traditional Christmas carol

Sergei Rachmaninoff

V molitvakh neusypayushchuyu Bogoroditsu |

The Theotokos, ever-vigilant in prayer,

choral concert, TN 61 (1893)

Tebe poyem | We sing to Thee, No. 12 from

the Liturgy of St John Chrysostom, Op. 31 (1910)

The Perm Opera and Ballet Theatre Choir, conducted by Chief Choirmaster Valeria
Safonova, presents a programme encompassing Russian music from Alexey Lvov
to Georgy Sviridov.

The concert will feature mostly sacred music compositions. Next to fragments
from Sergei Rachmaninoff's All-Night Vigil, traditional Russian and Georgian chants
are sung based on the same prayer texts. The programme also includes a spiritual
chant by Baroque violinist and composer Alexey Lvov.

The secular works of Valery Gavrilin and Georgy Sviridov naturally merge into
the sound palette of the concert. Their musical structure and soulful texts are filled
with the same stingy but poignant colours, the same lofty aspirations that make
up the essence of the compositions intended for performance in the church. It is
no coincidence that the programme is titled after Sviridov's choir The soul is sad
about heaven.

Artists of the Perm Opera and Ballet Theatre Choir
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«exXe OT BeKa
TAUHCTBO»

KOHLLEPT aHCamb61s CTapUHHOM MY3bIKKU « Y30pUKa»

14.06 BC
17:00
OpraHHbI¥ 3an
Mepmcrom
hrnnapmoHum
12+
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UcnonHutenu:

Bapsapa KotoBa
Bapsapa CyHULMHA
MNonuHa TepeHTbeBa
EsreHns CaBuHa
Anacracuga Kotosa
Bacunuca lMpoturHa

Mporpamma:

«Cen CTUX O NIOOBN», CTUX MOKAAHHBIN,
3HaMeHHbIN pacnes, 1-1 rmac, XVI Bek.
Pacwndposka: MNonunHa TepeHTbeBa

«C Hamu bor», Tpoectpoune, XVII Bex,
113 HOTONMMHEeNHOro cOOpHMKa

«[JOCTOMHO eCTb» TUXBUMHCKOE, OeMeCTBeHHbIN
pacnes c BepxoMm. ewmdposka 1 obpabotka:
AHatonun KoHoton

«Yyxpae MaTepeM [eBCTBO», EMECTBEHHbIN pacnes,
XVII Bek. Paclwumndposka: Jlapa KoHgpalukoBa

«Exe oT Beka TanHCTBO», TpoecTpoyure, XVII Bek.
Pacwndposka: Jlaga KoHgpalukoBa

«BockpecHun, boxe, cyam 3eMnm», NPOKMMeEH
Benukon cyb60oThI, TpoecTpoune, XVII Bek

«[oeT 1 nosTopsieT apxaHren Muxaun» | Circa canit
Michael, poHgens, wkona Hotp-Aam, Xl Bek

‘the revelation of
the eternal mystery’

concert of the Uzorika Early Music Ensemble

14.06 sun

17:00

Perm Philharmonic
Organ Concert Hall
12+
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Performers:

Varvara Kotova
Varvara Sinitsina
Polina Terentyeva
Evgeniya Savina
Anastasia Kotova
Vasilisa Proshina

On the programme:

Sey stikh o lyubvi| This verse about love, penitential
verse, Znamenny chant, Tone 1, 16™ century,
transcript by Polina Terentyeva

S nami Bog | God is with us, three-voice chant,
17t century, from the score collection

Dostoyno est | It is truly meet from Tikhvin,
Demestvenny chant with the high voice,
transcript and arrangement by Anatoly Konotop

Chuzhde materem devstvo | Virginity is alien
to mothers, Demestvenny chant, 17" century,
transcription by Lada Kondrashkova

Ezhe ot veka tainstvo | The revelation of the eternal
mystery, three-voice chant, 17" century,
transcription by Lada Kondrashkova

Voskresni, Bozhe, sudi zemli | Arise, O God,
judge the earth, prokeimenon of Great Saturday,
three-voice chant, 17" century

Circa canit Michael, rondell, Notre-Dame School,
13t century
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«O [eBo 6nuctatensHas» | O virgo splendens,
Kayda 13 KpacHom KHUMM MoHacTbips MoHceppar |
El Llibre Vermell de Montserrat, XIV Bek

«[la Bo3panytotca BepHble» | Congaudeant catholici,
KoHAYKT 13 Kopgekca Kanwkcra | Codex Calixtinus,
Xl Bek

«[la 6ynyt nocpamneHbl ropasie» | Confundantur
superbi, MOTeT, Hen3BeCTHbIN aBTop, Havano XVI Beka

xoBaHHM Mbepnynaxwn pa MNManecrpuHa
(1525-1594)

«Bo3HeceHme XpuctoBo» | Ascendens
Christus in altum, moTtet

Tomaw LWapek (ok. 1550 — 1612)
Kyrie n Gloria n3 meccol «[eHb
pagoctu» | Dies est laetitiae (1578)

«B peHb focnogeHb» | In hac die Dei, koHaykT, Xl Bek

«BockpeceHne Teoe, Xpucte Cnace», 3HaMEHHbIN
pacnes, 6-1 rnac; naprecHas rapMoHM3aLmsa
3HameHHoro pacresa, XVII Bek

CTnxmpa nep.as eBaHrenbekas,
naprecHast rapMOHU3aLLMs 3HAMEHHOIO PacneBa.
TpaHcHoTaums: Jlaga KoHapallkoBa

«Cepge Agam», CTUX NMOKAAHHbIV
B MapTecHou rapmonmsaumm, XVII Bek.
Pacwudposka: Jlagna KoHApallukoBa

«He BBepwn Ms», napTtecHbln kKoHuepT, XVIII Bek.
PekoHcTpyKkums: NofinHa TepeHTbeBa

«AHren BonusLle», naptecHbI KoHuepT, XVIII Bek.
PekoHcTpykums: MNofiHa TepeHTbeBa

3a0CTONHVIK [peobpaxeHnto, paHHWK napTec,
XVII Bek. PekoHcTpykuma: Jlaga KoHopallkoBa

«[la BockpecHeT bor», ctmxupa Macxun, XVII Bek.
PekoHcTpykums: JTaga KoHapalikosa
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O virgo splendens, caccia from the Llibre
Vermell de Montserrat, 14% century

Congaudeant catholici, conductus
from the Codex Calixtinus, 12% century

Confundantur superbi, motet,
anonymous, early 16" century

Giovanni Pierluigi da Palestrina (1525-1594)
Ascendens Christus in altum, motet

Tomasz Szadek (c. 1550 — 1612)
Kyrie and Gloria from the mass
Dies est laetitiae (1578)

In hac die Dei, conductus, 13% century

Voskreseniye Tvoye, Khriste Spase | Thy
resurrection, O Christ the Saviour, Znamenny
chant, Tone 6; part-singing harmonisation
of the Znamenny chant, 17™" century

First Gospel Stichera, part-singing
harmonisation of the Znamenny chant,
transnotation by Lada Kondrashkova

Sede Adam | Adam sat, penitential verse
in part-singing harmonisation, 17% century,
transcription by Lada Kondrashkova

Ne vveri mya | Entrust me not, part-singing concert,
18™ century, reconstruction by Polina Terentyeva

Angel vopiyashe | The angel cried, part-singing concert,
18™ century, reconstruction by Polina Terentyeva

Hymn to the Theotokos for the Feast of
the Transfiguration, early part-singing, 17" century,
reconstruction by Lada Kondrashkova

Da voskresnet Bog | Let God arise, Easter Stichera,
17™ century, reconstruction by Lada Kondrashkova
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AHCaMOnb CTapUHHOM MYy3bIKU «Y30puKa», co3faHHbii B 2008 rogy, cocpe-
JOTOYEeH Ha WCMOMHEHUWU PYCCKOWM OYyXOBHOW My3bIKM MpPenMyLLIeCTBEHHO Aone-
TPOBCKMX BPEMEH U COMOCTaBfeHWM ee C eBpOmnenckon Mysblikon CpegHMx Be-
KOB 1 Bo3poxaeHus. AHcambib copMmpoBan COOCTBEHHYIO 3BYKOBYIO 3CTETUKY,
OCHOBAHHYIO Ha COeAMHEHWM aKafleMMYeckoro npodeccmoHanm3Ma C Hapo4HOW
BOKasnbHOW KyneTypon. TeMOpoBas TepnKocTb M CBOeobOpasHble BOKaNbHble Mpu-
€Mbl BO3BpPaLLalOT My3blke, CO34aHHOW [0 BO3HMKHOBEHMUSA KAaCCUMYEeCKMX MeBYe-
CKMX LLKOJI, ecTecTBeHHoe 3ByYaHme. OLHOPOAHOCTb aHCaMbs KEHCKMX rofIoCoB
NO3BOMAET FAPMOHNYHO WCMOMHATL MPOV3BEAEHMA TexX 3MOX, KOFAa MY>KYMHbI
1 KEHLLIMHbI He nefiv BMecTe nyonmMyHo. AHCaMOIb MOCTOSIHHO COTPYAHUYAET C My-
3blkOBeAaMMN-MeNEBUCTAMI, UCTIONHSAS elle He onybnmnmkoBaHHbIe PacliMdpPOBKN
N PEKOHCTPYKLUMM, U yaenseT ocoboe BHMMaHMe ClOBY, MMEIOLEeMY NepBOCTeneH-
HOe 3HaYeHVe 1 B EBPOMENCKOW, U B PYCCKOM [YyXOBHOW My3bIKe.

«Y30pKrKa» NpeacTaBAseT NporpaMmmy, NOCBALLEHHYIO AYXOBHbIM NEeCHOMEHMAM
Poccum n EBponbl XII-XVIII BekoB. B 0benx KynbTypax 3TO nepuon, pacliBeTa
BOKasNIbHOMO MHOMOrofI0CUs.

EBponenckas 4actb NPOrpaMMbl COCTaBEHA M3 NPOV3BEAEHNM, HANMMCAHHbBIX
NPenMYyLLECTBEHHO B 3MOXy PeHeccaHca — B TeXHVIKe NONIUGMOHMM CTPOrOro CTuis,
OHOBPEMEHHO CITOXHOW W1 MPO3payHouv. B Hen — mocne CToneTHero yBneveHuns
WNCKITIOYUTENTBHO V30LLPEHHBIMY KOMMO3ULMOHHBIMU TEXHNKaMK — KOMMO3UTOpbI,
WCMONHUTENN W CNyLLATENM BEPHYSIUCL K CIIOBY, ACHOCTU W CBETY.

Pycckasa 4acte nporpammbl npefcraBneHa necHonenuamu XVI-XVIII sekos —
3TO 3Moxa HebbIBaNIOro CTUANCTUYECKOrO Pa3HoObpasms BOrocsy>kebHoM My3bIKK.
B xpamax, Ha TOP>KeCTBEHHbIX MPa3gHUYHbIX Clyx0ax CypoBoe ANCCOHAHTHOe fe-
MECTBEHHOE U CTPOYHOE MHOroronocMe COCeACTBOBANO C HOBEWMLUVMMK, MOSBMB-
WNMWUCS NOf, EBPOMNENCKUM BRAUSIHMEM MapTecHbIMK 0OpaboTKamu 3HaMEeHHOro
pacneBa M MHOMOYACTHbIMY MONUPOHMYeCcKUMU KoHuepTamu. B XVII ctonetnmn
rapMOHM3aLMN OPEeBHVX PacneBOB AOCTUMIM MKa CBOErO Pas3BUTUA, HO B 3MOXY
MeTpoBCkMX pedopM UcHesnn 13 BorocykebHoW NpakTukK, CerofHs rMMHorpa-
us [JpeBHer Pycu odeHb pPeako 3BYHYWUT B XpaMax M Ha KOHLEPTHbIX MioLLiaKkax.
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The Uzorika Early Music Ensemble was founded in 2008, it focuses on per-
forming Russian sacred music mainly from pre-Petrine era and juxtaposing it to
European music of the Middle Ages and Renaissance. The ensemble has formed
its own sound aesthetics based on the combination of academic professionalism
with folk vocal culture. The timbre astringency and peculiar vocal techniques return
the music created before the emergence of classical singing schools to its natural
sound. The uniformity of the ensemble of female voices makes it possible to au-
thentically perform works from those times when men and women did not sing
together in public. The ensemble constantly collaborates with musicologists special-
ising in medieval music, performing unpublished transcriptions and reconstructions,
and pays special attention to the word, which is of paramount importance in both
European and Russian sacred music.

At the Diaghilev Festival, Uzorika performs a programme dedicated to
the spiritual chants of Russia and Europe from the 12" to the 18 century. In both
cultures, this is the heyday of vocal polyphony. The European part of the programme
consists of works written mainly during the Renaissance in the technique of strict
style polyphony, which is both complex and transparent. After a century of fasci-
nation with exceptionally sophisticated compositional techniques, the composers,
performers, and listeners returned to the word, clarity, and light.

The Russian part of the programme is represented by the chants from
the 16" to the 18" century, it was an era of unprecedented stylistic diversity
of liturgical music. In churches and at solemn festive liturgies, harsh dissonant
Demestvenny and Strochny chants was juxtaposed with the latest, European-
influenced part-singing arrangements of Znamenny chant and polyphonic choral
concerts. In the 17" century, the harmonisation of ancient chants reached its
peak but disappeared from liturgical practice during the era of reforms of Peter I.
Today, the hymnography of medieval Russia is very rarely heard in churches and
concert venues.
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A3BUA NI3HT
«KMUAUCAHUA»

KOHLLepT BOKanbHOro aHcaméns « UHTpaga» | Intrada
poCCUICKana npembepa

15.06 nH Poccumiickas npembepa umkna the writings
18:00 [sBuaa JlaHra npeacraeneHa B Konnabopaumn
YacTHas ¢ pectmeanem SOUND UP.

(punapmoHus Xy[OXECTBEHHbIN PYKOBOAMTENb BOKANbHOMO
«Tpruymd» aHcambns «/HTpapa» EkaTepyvHa AHTOHEHKO
12+ Oupwxep Meb Kappacesny

Mporpamma:

OsBupg, JI3Hr (p. 1957)
«nucanHms» | the writings, UMKn Ang cMeLaHHoro
xopa 0e3 conpoBoxaeHus (2019)

I. «cHoBa (Mo mMoTmBaM KHurn Exknecmnacta)» | again
(after ecclesiastes) (2005)

Il. «ecnn 5 npomonyy» | if | am silent (2019)

lll. «<nbo kpenka noboeb» | for love is strong (2008)
IV. «kyma Obl Tbl HU Wwen» | where you go (2015)

V. «opmHokmm» | solitary (2016)

VI. «cHOBa (M3MeHeHHbIN pedpeH)» | again changed
return

MocKOBCKMI BOKasNbHbIN aHcaMb6nb «UHTpaga» (Intrada) n3secteH MacTep-
CKUMW  MHTEPNPEeTaLMaMM  LLIMPOKOrO penepTyapa: OT My3biKM  eBPOMencKoro
1N pycckoro GapoKKo [0 MUPOBbLIX MPemMbep CodmHeHm XX—XXI BekoB. AHcambrb
C ycnexoMm BbicTynan B EBpone, B 4acTHOCTM Ha [lpesfeHckom U LLITyTrapTckom
My3bIKalnbHbIX hecTmBansx, B pamkax Live from London, cepun KoOHLEpTOB He-
Meukoro pagmo «Kynetypa» B 3aMke BaptOypr. B 2022 romy konnektne gebdioTu-
poBan Ha cueHe bepnuHckon dunapmoHum, a B 2026-M npencraBnan Poccuto
Ha BeHeumaHckon GueHHane. Ha JarvneBckom cecTvBane aHcaMbib UCMONHUT
POCCUICKYIO MPEMbEPY XOPOBOTO LiMKAa «MmcaHma» (the writings) ameprikaHckoro
KOMMO3MTOpa-nocTMUHUManucTa ssumaa J1sHra.
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david lang
‘the writings’

concert of the Intrada Vocal Ensemble
russian premiere

15.06 mon The Russian premiere of David Lang's cycle
18:00 thg writings is presented .in collaboration
Private with the SOUND UP Festival.
!Dh'_lharm?mc Artistic director of the Intrada

Triumph Vocal Ensemble Ekaterina Antonenko
12+ Conductor Gleb Kardasevich

On the programme:

David Lang (b. 1957)
the writings, a cycle for mixed
choir a cappella (2019)

I. again (after ecclesiastes) (2005)
II. if I am silent (2019)

ll. for love is strong (2008)

IV. where you go (2015)

V. solitary (2016)

VI. again changed return

The Moscow-based Intrada Vocal Ensemble is known for its masterful interpre-
tations of a wide repertoire ranging from European and Russian Baroque music
to world premieres of works from the 20" and 21t centuries. The ensemble
has performed successfully in Europe, in particular at the Dresden and Stuttgart
music festivals, as part of Live from London, and in a series of concerts by the
Deutschlandfunk Kultur at Wartburg Castle. In 2022, the ensemble made its de-
but on the stage of the Berliner Philharmonie, and in 2026 — represented Russia
at the Venice Biennale. At the Diaghilev Festival, Intrada performs the writings —
a choral cycle by American postminimalist composer David Lang.
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15.06 A3BUA, N3HI « MUCAHUAY

OfVH 13 caMblx BOCTPeDOBaHHbIX COBPEMEHHbIX KOMMO3UTOPOB B Mupe, [3-
BWA, JI3HT C NerkocTblo DanaHcpyeT Mexay akafeMU4eckow, Momn- 1 poK-My3bi-
kon. CTpemneHue caenarb akafeMmyeckyio My3blKy OCTYMHOW NS CaMblX Pas-
HbIX ayauTOPWIA MPUBESIO ero BMecCTe C KOMMO3UTOPaMU-eANHOMBbILLAEHHNKAMM
K co3paHuto coobuyectsa «CTyk Mo KOHCepBHOW baHke» (Bang on a Can), BbIBOAS-
LLero Kaccuvky 3a npefesnbl TPAAULMOHHbBIX KOHLEePTHbIX Nowanok. JIsHr — aB.-
TOp cayHATpekoB K duibMam [JappeHa ApoHodcku, Maono CoppeHTnHo 1 lNona
[aHo, HOMMHaHT Ha «Ockap», obnagaTens «fPaMMm» 1 MyAUTLEPOBCKON NPeMUN.

XopoBou uukn «nmncanma» Ossug J1sHr cosgasan 15 netr. CHavana, 8 2005-m,
OH 3auHTepecoBancs KHurown Ekknecuacta: KOMMO3UTOP MO3TUMYecky nepepabo-
Tan BETXO3aBEeTHble CTPOKM O BEYHOW LIMKANYHOCT MUPA U TLLETE YeloBEYECKOn
KU3HW U Hanmcan Ha HUX LWEeCTUMUHYTHOE MeOMTaTMBHOE XOPOBOE COYMHEHMeE.
o coBeTy CBOEro paBBMHa JIaHI 0bpaTuncs 1 K ApyriMm Tekctam TaHaxa (eBpeu-
ckon bnbnunn) n3 pasgena «MucaHus», KOTOpble UIPaloT BaxXKHYO Pofb BO BpeMS
WNYAENCKUX PENUTUO3HBIX Mpa3gHmkos. B 2008 rogy qacTbio opatopuu «CTpactu
no Lesouke co cnuikammn» (The Little Match Girl Passion) ctan xop «1bo Kkperka
mobosb» (for love is strong), TpakTytoWMA MOTUBbLI U3 [NecHK necHen, B 2015-Mm
KOMMO3MTOP Hammcan xop no MotueBaM dparmMeHTa 13 KHurn Pydu, B 2016-m
COCTaBW XOPOBOW KaTanor BCeX BWOOB BO3OAFHMM 33 YenoBeYeckme rpexv —
13 Mnaya Nepemun, a B 2019-m obpatmncs kK KHure dchmpy — HoBasi KOMMNO3M-
ums «ecnn s npomondy» (if | am silent) ctana BTopon YacTbio NOHOMOPMATHOIO
upMKna, npeMbepa KOTOPOro COCTOANacb B TOM Xe rofy.

3aBepLUaeT XOpoBYio (hpecky NOBTOP NepBOM HacTh. ABTOP Tak NOSICHAET CBOM
KOHLLeNT: «MHOoroe B pefiurmm TanHCTBEHHO WM HEMO3HaBaeMoO, HO BCE 3TU KHU-
M — O NIOAAX N X IMOLMAX, O XMU3HM U CMEPTU, My>ecTBe, MoOBU, ToBapuLLe-
CTBe, CcoxaleHun. MOXHO paccMaTprBaTb MATb XOPOB Kak KaTafor YeoBeveckmx
3MOLMI, KOTOPbIVI MNOBTOPSETCS OECKOHEYHO, rof 3a rogoM. Linkn 3akaH4mBaeTcs
NOBTOPeHMeM MepBOV YacCTW, U B MapTUType yKazaHo, YTO BO BTOPOW Pa3 MCMOM-
HUTEeNN AOMXKHbI NeTb ee No-ApyromMy. Lnkn, nogobHo roay, MoXeT NoBTOPATLCA,
HO HMKOr4a B TOYHOCTUY.

®decTBanb HeopAWHAPHbIX My3biKanbHbIX co6GbiTMi SOUND UP — 370
cepus KOHLEPTOB, CO3LaHHaa ANA JIOAeN, WHTePEeCyloLMXCcs HOBbIMU 3BYKaMu
1 noeamn. OHa cTana OfHWM U3 CaMblX 3aMETHBIX MOCKOBCKMX MY3bIKalbHbIX HB-
neHu nocneaHnx 10 net. SOUND UP nosuumoHmpyet cebs Kak cBoeobpasHbIN
rng, B MMpe COBPEMEHHOW My3blkW, NPefCcTaBas KOMMNO3UTOPOB W UCMOSTHUTENEN,
paboTaloLMX B Takmx 0bnacTsx, Kak Heoknaccuka, MHCTpYMeHTanbHas 1 sKkcnepu-
MeHTasbHasa My3blKa, 3/1eKTPOHMKA.

CocTaB BOKaSbHOro aHcaMbons «l/IHTpa,u,a»
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Being one of the most sought-after contemporary composers in the world,
David Lang easily balances academic, pop, and rock music. His desire to make
academic music accessible to a wide variety of audiences led him, along with
like-minded composers, to create a Bang on a Can community that takes classical
music beyond traditional concert venues. Lang is the author of music for films by
Darren Aronofsky, Paolo Sorrentino, and Paul Dano, an Oscar nominee, a Grammy
Award winner, and a Pulitzer Prize winner for the oratorio The Little Match Girl
Passion.

David Lang has been creating the writings for 15 years. First, in 2005, he
became interested in the Book of Ecclesiastes — the composer poetically re-
worked the Old Testament lines about the eternal cyclicity of the world and
the vanity of human life and wrote a six-minute meditative choral composition.
On the advice of his rabbi, Lang turned to other texts of the Tanakh (Hebrew
Bible) from The Writings division, which play an important role during Jewish reli-
gious holidays. In 2008, the chorus for love is strong, which interprets the motifs
from the Song of Songs, became part of the oratorio The Little Match Girl Passion.
In 2015, the composer wrote a chorus based on a fragment from the Book of
Ruth, and a year later he compiled a choral catalogue of all types of retribution
for human sins from the Lamentations of Jeremiah. Finally, in 2019, he turned
to the Book of Esther — a new composition if I am silent became the second
part of a full-length cycle, which premiered in the same year.

A refrain of the first part completes the choral fresco of the writings.
The author explains his concept as follows, “Much of religion is mysterious and
unknowable, but these books are all about people and their emotional lives —
life and death, courage, love, companionship, regret. One way to think of these
five writings together is as a catalogue of human emotions, repeating endlessly,
year after year. The cycle begins and ends with the movement again (after eccle-
siastes). The score instructs the performers to sing it differently, the second time
it is sung. The cycle, like the year, may repeat but never exactly.”

The SOUND UP festival of extraordinary musical events is a series of con-
certs created for people interested in new sounds and ideas. It has become one
of the most notable Moscow phenomena in the past ten years. SOUND UP po-
sitions itself as a kind of guide in the world of contemporary music, representing
composers and performers working in such fields as neoclassic, instrumental
and experimental music, and electronics.

The Intrada Vocal Ensemble artists
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KypTtar. napT

KoHUepT musicAeterna

15.06 nH
22:00

Aom My3blku
12+
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Xop 1 apTuCTbl opkecTpa musicAeterna

npw y4acTum kamepHoro xopa «®ectnHo» (Festino)
1 MonofexHoro MectnBanbHOro xopa

HOunpwxep Teopop KypeHT3unc

MaBHbIN XopMencTep Butanuin NMonoHcknm
Xopmencrepsl: Kata JoHAYKOBa],

[aHHa bapblwHKKoBa, ViBaH TopuH,

AHapen Hemzep, PomaH TapxoB

Mporpamma:

Obépab KypTar (p. 1926)

«[lecHn yHbIHMS 1 nedanu» | Songs of Despair
and Sorrow Ans CMeLlaHHoro xopa

B MHCTPYMEHTaNbHOM COMPOBOXAEHUN,

op. 18 (1980-1994)

|. « cky4HO U TPyCTHO...»

Ha cnoBa Muxauna JlepmoHToBa (1840)

II. «Ho4b, ynuua, GoHapb, anteka»

Ha cnoBa AnekcaHgpa bnoka (1912)

[ll. «Bevepom cnHUM»

Ha cnoBa Cepres EceHuHa (1925)

IV. «Kyna MHe f0eTbca B 3TOM siHBape?»

Ha cnosa Ocmna ManpenbltamMa (1937)

V. «PacnaTtme» Ha cnosa AHHbl AxmaTtoson (1939)
VI. «[opa» Ha cnoBa MapuHbl LiBeTaeBon (1941)

Apso MsapT (p. 1935)

«Cmunyncsa» | Miserere ofisi CONMUCTOB,
CMEeLLIaHHOro X0pa, MHCTPYMEHTalIbHOrO aHcaMons
1 opraHa (1989)

kurtag. part

concert of musicAeterna

15.06 mon
22:00

House of Music
12+
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musicAeterna Choir and artists of the Orchestra
with participance of the Festino

Chamber Choir and the Youth Festival Choir
Conductor Teodor Currentzis

Chief choirmaster Vitaly Polonsky

Choirmasters: Katya Dondukova,

Ganna Baryshnikova, Ivan Gorin,

Andrey Nemzer, Roman Tarkhov

On the programme:

Gyorgy Kurtag (b. 1926)

Songs of Despair and Sorrow for mixed choir
with instrumental accompaniment,

Op. 18 (1980-1994)

I. So weary, so wretched

to the verses by Mikhail Lermontov (1840)
Il. Night, an empty street, a lamp, a drug-store
to the verses by Alexander Blok (1912)

lll. Blue Evening

to the verses by Sergei Yesenin (1925)

IV. Where can I go to in this January?

to the verses by Osip Mandelstam (1937)
V. The Crucifixion

to the verses by Anna Akhmatova (1939)
VI. It’s Time

to the verses by Marina Tsvetayeva (1941)

Arvo Part (b. 1935)
Miserere for soloists, mixed choir, instrumental
ensemble, and organ (1989)



15.06 HypTar. napT

[porpaMma xopa 1 CONUCTOB OpKecTpa musicAeterna nop ynpasfieHWem Teo-
nopa KypeHT3amca COCTOUT M3 KPYMHbIX COMMHEHWM OBYX BbIAIOLLMXCA COBpe-
MEHHbIX KOMMO3UTOPOB: BeHrepckoro matpa [dbépas Kyptara v 3CTOHCKOrO Ma-
crepa Apso [lapTa.

[bépab KypTar — BennynHa B eBponenckon Mysbike XX—XXI| Bekos beccnop-
Has. Mano KoMy 13 ero COBPEeMEHHVIKOB YAAeTCA HauTu Ty Xe cTeneHb WHAMBU-
LlyanbHOCTU BbIPaXkeHWs, TOT xe GanaHC CypoBOro CaMoorpaHuYeHus 1 ceobopbl
B 00pallleHnn Co BCeM eBPOMeNckMM Hacneamem: oT Malwo fo betxoBeHa W OT
CrpaBuHckoro go LtokxayzeHa. My3bika [Jbépaa Kyprara akcnpeccrBHa U acke-
TWYHA, MOMIHA TaMHbIX MNOCNAHUM K APY3bAM 1 KOMMO3UTOPaM MPOLLSIOro, ApamMa-
TWYHa B TeaTPaSIbHOM CMbIC/Ie — TaK Pe3KM U KpacHOpeYMBbl 3By4allyie XeCTbl.

Cpean noBUMBIX >XaHPOBbIX ODO3HAYeHW KOMMO3MTOpa — «pPekBMEM»,
«Hafrpobue», «nocBsiLieHve», «npoluaHue». Lnkn «MecHn yHbIHUA 1 neyvann»
INS XOpa W MHCTPYMEHTOB Obin HadvaT B 1980 roay v 3aBeplueH nuiib B 1994-m.
LLlecTb M30paHHbIX KypTarom CTUXOTBOPEHMI PYyCCKMX MO3TOB — OT JIepMOHTOBA
[0 LiBeTaeBON — N0-pasHOMY, HO C OAMHAKOBbBIM OTHAAHNEM TPAKTYIOT OOHY 1 Ty
Xe Temy: YenoBek (aBTop) nepef NMLOM HafBuraloLlerocs HebbiTusa. MapTntypa
BKJTIOHAET pefkmne MHCTPYMeHTasbHble TeMOpbl: HYenecty, ABe (OUCrapMOHUM, YeTbI-
pe GasHa 1 OrPOMHYIO rpynny yAaPHbIX.

ApBO MapT — 3CTOHCKMIN Knaccnk XX—XXI BekoB. OTKa3aBLUMCb OT My3blKalb-
HOrO pafuvkanM3mMa MOJSIOAOCTM, KOMMO3UTOP BblpaboTan COOCTBEHHbLIN fi3bIK,
cONMXKaIOLWMI €ro C MUHUMAaNMCTaMu, HO OCHOBAHHBIV Ha OPUTHANBHOM TEXHUIKE,
KoTopyto MApT Ha3Ban TMHTUHHABY M, «TEXHUKOW KOMOKOMbYMKOBY.

«Cmunymca» (Miserere) ons conucToB, Xopa, WHCTPYMEHTaNbHOro aHcambns
1N OpraHa — OfHa M3 OCHOBOMOMaraloLMXx paboT Komno3uTopa. B nonyyacoBom
npovseefeHnn, okoH4eHHoMm B 1989 rody, ApamMaTU4HO NPOTVMBOMOCTABAOTCA
TekcTbl 50-ro ncanma 1 BoCeMb CTPO@d M3 CpeHEBEKOBOM CeKBEHLMM «[leHb rHe-
Ba» (Dies irae). 50-1 Ncanom 3By4UT B HECTIELLHOM, TUXOM UCMONIHEHNM aHCaMbns
CONNCTOB, Nay3bl OTAENAIOT APYr OT ApYyra KaxAoe cnoso. KOMMNo3nTop Tak NoACHAN
3TOT NPUHLMN: «Mepef KaxAbIM CIOBOM eCTb Kak Obl BAOX, May3a — Kak ecnn Obl
4efloBeK MPOW3HOCKI CIOBO M CPasy e MbiTancs obpect cuny Ana cnepylolle-
ro CfoBa. 3TO LenoYka, B KOTOPOW MeperieTaloTcs BAOXM WM BbIAOXM, HagexXna
1 OT4asHMe». B ApoCTHOWM cpefiHen 4acTu COMMHEHN — pasgene «[leHb rHeBa» —
MapT co3paet apdekT «CTPYKTYPUPOBAHHOIO Xaoca» C MOMOLLbIO CPeHEBEKOBOM
TEXHVIKV MEH3YpanbHOro KaHoHa, rae ofHa U Ta Xe TemMa NPOBOAMTCA B MATU pPas-
HbIX TeMMax. 3aTemM NPOAOSIKAETCA MOKAFHHbIM NcanoMm. B mHane 3By4mT BOCbMas
cTpoda «[1HA rHeBa»: BONPEKM MHOFOBEKOBOW TPAANLMM, KOMMO3UTOP TPaKTYeT ee
KaK yCrnbllWaHHylo MonnTBY, obeLllaHne NpuMUpeHns ¢ borom.

ICNONHWTENN KOHLEPTHOM NpOorpamMmbl
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15.06 kurtag. part

The programme of the musicAeterna Choir and Orchestra soloists, conducted by
Teodor Currentzis, consists of major works by two contemporary composers —
Hungarian master Gyorgy Kurtag and Estonian master Arvo Part.

Gyorgy Kurtag is undeniably a major figure in European music of the 20%
and 215t centuries. Few of his contemporaries have managed to find the same
degree of individuality of expression, as well as a similar balance of severe self-re-
straint and freedom in dealing with the entire European legacy — from Machaut
to Beethoven, and from Stravinsky to Stockhausen. Gyorgy Kurtag's music is
both expressive and ascetic, full of secret messages to friends and composers of
the past, dramatic in a theatrical sense — that is the degree to which the gestures
are so sharp and eloquent.

Among the composer's favourite genre titles are ‘requiem’, ‘tombstone’,
‘dedication’, ‘farewell’. The work on the cycle Songs of Despair and Sorrow for
choir and instruments was started in 1980 and completed only in 1994. Six
poems by Russian poets from Lermontov to Tsvetayeva selected by Kurtag treat
the same theme in different ways but with equal desperation — a man (the au-
thor) in the face of impending non-existence. The score includes rare instrumental
timbres — a celesta, two harmoniums, four bayans, and a huge percussion group.

Arvo Part is an Estonian classic of the 20" and 21 centuries. Having aban-
doned the musical radicalism of his youth, the composer developed his own
language, bringing him closer to the minimalists but based on his own original
technique, which Part himself called tintinnabuli, “the method of bells”.

Miserere for soloists, choir, instrumental ensemble, and organ is one of
the composer’s fundamental works. The half an hour piece, completed in 1989,
dramatically juxtaposes the texts of Psalm 51 and eight stanzas from the medi-
eval sequence hymn Dies irae (‘Day of Wrath’). Psalm 51 is performed slowly
and quietly by an ensemble of soloists, with pauses separating each word from
another. The composer explained this principle as follows, “There is one breath
for each word, as though after pronouncing each word one has to gather one’s
strength for the next word. It's a chain that intertwines breaths and exhalations,
hope and despair.” In the furious middle part of the composition, the Dies irae
section, Part creates the effect of ‘structured chaos’ using the medieval technique
of prolation canon, where the same theme is carried out at five different tempos.
Then the penitential psalm continues. In the finale, the eighth stanza of Dies
irae sounds contrary to the centuries-old tradition: the composer interprets it as
an answered prayer, a promise of reconciliation with God.

Concert programme performers
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BAaAUNMUP MaApPTbIHOB
«njaay “nepevMuvuun»

KOHLLepT KamepHoro xopa « ®ectuHo» | Festino

16.06 BT XYLOXECTBEHHbIN PYKOBOAMUTENb W AMPUXKED
21:00 KamepHoro xopa «DectHO» AnekcaHapa MakapoBa
OpraHHbIi 3an

MepmcKow Mporpamma:

durnapmMoHuU

12+ Bnapnmup MapTbiHOB (p. 1946)

«Mna4 Nepemun»,
KHWra, nono)xeHHasa Ha neHvie (1992)

Mponor |

Mmasa |

Mponor I

Mmasa |l

Mponor Il

Mmasga Il

Mponor IV

Masa IV

MonwuTea npopoka Mepemun

KamepHbin xop «®ectuHo» (Festino), netepOyprckmin HE3aBUCUMBIN KOmek-
TVB, NaypeaT NPecTMXHbBIX MeXAYHaPOAHbIX KOHKYPCOB, Moyt 20 neT ncnonHset
B akafieMM4eckux KOHLepTax W TeaTpasbHbIX MOCTaHOBKaX CTapWMHHYIO 1 COBpe-
MEHHYIO My3bIKY, 4aCTO HannCaHHYIo CrneunanbHo ana xopa. Ha Aarnnesckom ge-
ctmBane «DecTMHOY» NPeACTaBAsAeT O4HO M3 KPYNHENLLMX OTeHECTBEHHbIX XOPOBbIX
COMMHEHUM KOoHLa XX ctonetus, «lnay Vepemmnmn» KOMNO3NTOpa-MUHUMaNUCTa
Bnagumunpa MaptbiHOBa.

XaHp, 0003HaYeHHbI KOMMO3UTOPOM, — «KHWra, MOMOXEHHas Ha ne-
HMe» — TOYHO OTpaxkaeT CyTb COYMHeHMd. lepel, HAMW He MPOCTO opaTopus,
3TO TekCT BeTxo3aBeTHoro [lnaya Mepemwumn, BnepBble B UCTOPUM BKIIOYEHHDBIV
B My3blKaJlbHOe Mpou3BefeHMe UennkoM. Bnagumvp MapTbiHOB Mucan 37O
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viadimir martynov
‘lamentations
of jeremiah’

concert of the Festino Chamber Choir

16.06 tue Artistic director and conductor of the Festino
21:00 Chamber Choir Alexandra Makarova

Perm Philharmonic

Organ Concert Hall On the programme:

12+
Vladimir Martynov (b. 1946)
Lamentations of Jeremiah,
the book set to singing (1992)

Prologue |

Chapter |

Prologue I

Chapter Il

Prologue IlI

Chapter I

Prologue IV

Chapter IV

The Prayer of Jeremiah the Prophet

The Festino Chamber Choir, an independent vocal ensemble from St Petersburg,
the winner of prestigious international competitions, has been performing early
and modern music in academic concerts and theatrical productions for almost 20
years, often composed specifically for the choir. At the Diaghilev Festival, Festino
presents one of the crucial Russian choral works of the late 20™ century, Lamen-
tations of Jeremiah by minimalist composer Vladimir Martynov.

The genre of the composition — a book set to singing — precisely reflects
its essence. This is not just an oratorio, it is the text of the Book of Lamenta-
tions, traditionally attributed to the prophet Jeremiah, from the Old Testament,
for the first time in history included in an entire musical composition. Vladimir Mar-
tynov wrote this composition for the early Russian music Sirin Ensemble counting
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15.06 BhaguMmup MapTbIHOB «MJjlay UEPEMUU»

COYMHEHWE AN aHCambns ApeBHepPYCCKoM My3biku «CUPUH» — B pacdeTe Ha Hea-
KaZleMunyeckmne rofioca U creumndmyeckyto 3ByKOBYIO KybTypy flereHOapHoro Kom-
NeKTVBa. B opaTopun HeT HWYero, Kpome MeNofUi; BEepTUKanu CKIaablBaloTCs
N3 COYETaHUS MENOANYECKUX MMHUIA. JIMHMKM, B CBOIO oYepefb, COCTaBfeHb! C Mo-
MOLLIbIO CPeAHEBEKOBOWN TEXHWUKM KOMOWHUPOBAHWUS «FOTOBbLIX» MHTOHALMOHHbBIX
hOPMYST — 3MEMEHTOB BUW3aHTUICKOTO 1 OankaHCKoOro OOrocsy>KebHoOro mneHus,
LPEBHEPYCCKOrO MEBYECKOro MCKYCCTBA, MPUIOPUAHCKOro Xopana.

B YeTbipex rmaBax W 3akmoduTensHon MonuTee «[Mnada Mepemummn» paccka-
3bIBAETCA O pa3opeHnn MepycanMma BaBUIOHAHAMW. B «KHWUre, MONOXEHHOWM
Ha neHwe» VepycanumM CTaHOBUTCS MHOMOYPOBHEBbLIM MOHATMEM, 3TO Mpoobpa3
N XPUCTMAHCKOM LEPKBU, U COBPEMEHHOMO MMpa B LeNoM. PaspylieHvwe mupa
BbICTyMaeT LeHTpanbHoM naeen «Mnada». MysblkanbHoe oObeduHeHne pa3HbiX
Borocny>kebHo-NeBYeckMX TPaaMUMA, CUMBONM3UPYIOWMX KaMHWU pa3pyLleHHO-
ro WMepycanima, [aeT Hafexay Ha BOCCTAHOBMEHWE ero LenocTHocTu. «Cresbl
OCTaBfeHbl YenoBeky Kak CBMAETENbCTBO MafeHWs, HO U Kak HadexXaa BO3BPaTUTh
Koraa-H1byOb yTpadYeHHYo LefIbHOCTb» — Tak MOSCHAN KOMMO3UTOP.

MonHbI TekcT «[Mnava Miepemumm»
1 COCTaB KamepHoro xopa «PecTnHo»
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15.06 vladimir martynov ‘lamentations of jeremiah’

on the non-academic voices and the specific sound culture of this legendary en-
semble. In the oratorio, there is nothing but melodies, the verticals are made up
of a combination of melodic lines. The lines, in turn, are composed using the me-
dieval technique of combining ‘ready-made’ intonation formulas — elements of
Byzantine, ancient Russian, Balkan liturgical singing, and Gregorian chant.

The four chapters and the final prayer of Lamentations of Jeremiah tell of
the destruction of Jerusalem by the Babylonians. In the "book set to singing’,
Jerusalem becomes a complex concept, it is the prototype of both the Chris-
tian Church and the modern world as a whole. The destruction of the world is
the central idea of Lamentations. The musical unification of various liturgical and
singing traditions, symbolising the stones of the destroyed Jerusalem, gives hope
for the restoration of its integrity. “Tears are given to a person, as evidence of a fall
but also as a hope to regain the lost integrity someday,” the composer explained.

Full text of ‘Lamentations of Jeremiah'’
and the Festino Chamber Choir artists
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COBpPEMEHHbIW TaHeL,

XX BeK 3aBepluaercs
BboraaH Koponéxk

OT 3puTenen Co CTakeM HepeaKo MPUXOAMUTCSA ClblWaTb, YTO COBPEMEHHbIV Ta-
Hel, B Poccum TO nn ocTaeTcs B AETCKOM BO3pacTe, TO N TaK M He POAMNCS.
C npuLwecTBMEM COBPEMEHHOCTM B OTEHECTBEHHYIO KYNBTYPY COMPSXeHb! OonbLune
TPYAHOCTM, HO YTBEPXAaTb, YTO COBPEMEHHOro TaHua B Poccuu Het, — caviw-
KOM KaTeropuyHo. Takoe unckycctBo LUpéaunHrepa TpebyeT ocMbiCiieHUs. DTUM
1 3aHanca Jarunesckuin pectmBans: B 2026 rogy B [epmy HOBOMY TaHLYy MOCBSi-
LLIeHO YeTbipe Beyepa.

YyTb Oonee Beka Hazaf padMKanbHble apTUCTbl Ha3BanM CBOE WCKYCCTBO
modern dance, To ecTb OykBanbHO «COBPEMEHHbIN TaHel». TakuMm obpa3om
OHW OTMEXeBanncb OT YCTapeBLLIero TaHua, To ectb baneta. B 1913-m cambin
CUNbHbIN B3PbIB pa3fancs kak pa3 Ha GanetHom cueHe — B aHTMOanete «BecHa
CBAlWeHHas». Mctopmsa npoceccroHanbHOro TaHUeBaHMs packononacb HagBoe.
MNocTeneHHO TaHel, MOAEPH CTan KOHCEPBATVBHbIM Y3KM SIBJIEHNEM, EMY Ha CMe-
Hy MpuWen TaHel NOCTMOAEPH, a Aanblue Gonblias peka pacnanacb Ha MHO-
KEeCTBO PYKaBOB W py4erkoB, Aa W Oanet He nepectaBan MeHsaTbcs. CeroaHs
MOXHO FOBOPUTb O eMHOMN CUCTEME COBPEMEHHOMO CLEHNYeCKOro TaHua, KoTo-
pas BKOYaEeT B CeOS COTHM HEMOXOXMX 1 B3aMMOMNPOHMKAIOLWMX SBEHNIA. Bcé
flyyllee, YTO BO3HWMKIIO B MNacTM4eckoM TeaTpe 3a nocnegHue 100 net, poau-
NOCb He B OTPULL@HMM, @ BO B3aMMHOM J0OOMbITCTBE, B NMOACMATPUBAHUN ApYyT
3a Apyrom. B Tom ke cucTeMe HaxXxoAMTCS W CEroAHsALWHWIA DaneT, U cTankmBaTb
€ro C «COBPeMeHHbIM TaHL,eM» DeCCMbICIIEHHO (eciv He MOHUMaTL nof, GaneTom
TONbKO nebefHble 03epa). JIlobo TaHew, ecTb TaHel. Tenlo y BCex ofen ycTpo-
eHO NnprmMepHO OONHAKOBO. Tonbko MPOCTPaHCTBO M BpeMdA KO BCeM Mnpunerator
no-pasHoMmy.

B 13011MpPOBaHHON COBETCKOWM KyNbType C/IMLLKOM JONro Obina npuHsaTa me-
papxus, 3aleMeHTVMPOBaHHasA B SHUMKIONEAMAX W COBapsX: KNacCUyeckun Ta-
Hel, OH >e Ganer, — BbicWas ¢dopma TaHUa; 0OpaboTKM NUTepaTypHbIX NPO-
n3BefdeHNn — Bbicwas dhopma Oaneta. PAAOM CTOSAN HAapPOAHbIA TaHel, TO ecTb
npuyecaHHbIi AN cueHbl donbkiop. Jllobas anstepHaTViBa Oblna HebbiBasbIM
aBneHnemM. Korga GeToHHas CTeHa pyxHyna B beprnvHe, a MOTOM M B rofoBax,
Ha POCCUMSIH Pa3OM CBaNMUAOCh BCE, YTO KOMWUAOCh UM MYTMPOBAO MO Ty CTOPOHY
cTeHbl 60 net Kpsaay. YCBOUTb 3TO OKa3zanock TpyAHO. Elle Yepe3 napy AeCATKOB neT
00LLelOCTYMHbBIN UHTEPHET pa33afopuil MHTEpPeC, HO ycunun 6ofb TpaBMbl. Tpu-
Luna pactepsiHHOCTb. OHa A0 CUX MOP BUAHA B HOBbIX POCCUMCKMX TaHLEBabHbIX
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contemporary dance

The 20" Century Is Coming to an End
Bogdan Korolyok

It is not uncommon to hear from experienced spectators that contemporary
dance in Russia either remains in childhood or was never born. Indeed, the advent
of modernity in Russian culture has faced significant difficulties, but it would be
too categorical to assert that contemporary dance does not exist in Russia. This
Schrodinger’s form of art requires conceptualisation, and that is exactly what
the Diaghilev Festival has come up with — in 2026, four summer nights in Perm
are dedicated to a new dance.

A little over a century ago, radical artists called their art ‘modern dance’,
literally. In this way, they dissociated themselves from the obsolete dance — that
is, ballet. In 1913, though, the strongest blast took place on the ballet stage —
in the anti-ballet The Rite of Spring. The history of professional dancing divided
into ‘before’ and ‘after’. Gradually, modern dance became a conservative narrow
phenomenon, it was replaced by postmodern dance, and then the big river
broke up into many branches and streaks, while the ballet did not stop changing
either. Nowadays one can speak about a unified system of contemporary stage
dance, which includes hundreds of dissimilar and interpenetrating phenomena.
All the best developments in physical theatre over the past hundred years were
born not out of denial but out of mutual curiosity, out of ‘spying’ on each oth-
er. Today’'s ballet is situated in the same system, and it is pointless to oppose
it to contemporary dance — unless, of course, you understand ballet only as
swan lakes. Any dance is a dance. All human bodies are constructed in roughly
the same way. It is only space and time that shape each individual differently.

For too long, isolated Soviet culture adhered to a hierarchy enshrined in
encyclopaedias and dictionaries: classical dance, that is, ballet, was regarded
as the highest form of dance, while adapting literary works for the stage was
considered the highest form of ballet. Folk dance stood nearby, that is, folklore
combed for the stage. Any alternative was unprecedented. When the concrete
wall collapsed in Berlin — and then in people’s minds — everything that had
accumulated and evolved on the other side of the wall over 60 years descended
upon Russians all at once. It turned out to be difficult to assimilate. A couple of
decades later, public access to the World Wide Web intensified that curiosity but
also deepened the pain of cultural trauma. Confusion set in. It is still noticeable
in new Russian dance performances, there is still a sense of the inorganic: that
is not our thoughts, not our plasticity, we do not have our own choreographers.
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COBpEeMeHHbIA TaHel,

CneKkTaknax, OO CUX MOp eCTb OLUYLIEHWEe HEeOPraHWYHOCTU: He HalX MbICK,
He Halla nnacrtvika, y Hac HeT CBOMX XOpeorpados.

B ncropunyeckomM cmbicie 310 4O HeKOTopow cTeneru npasaa. 30 net — camuw-
KOM Maro s yCBOEHWS U MPUCBOEHNS, @ Mbl, CTOPOHHME HabmofaTeny, CAVLLKOM
HeTepnenvebl. M Bce-Takm MoOoM TaHew, eCTb TaHeL, a YenoBeYeckoe Teno Ha BCex
ofHo. CBoe 1 COBpeMEeHHOe HapOXAaeTcs, MycTb MeAsieHHo 1 TpyaHo. OHo cpac-
TaeTCs C OCTaNbHbIM MUPOM, HEeCMOTPS Ha HOBYIO M30Maumio. Becb Mup TpyaHO
NpPMHUMAET HebbIBaoe 3HaHKe O Tene 1 TaHue, AobbIToe 3a nocnedHune 100 net, —
1 NOABOANT UTOr XX BeKa, KOTOPbIN My4MTENIbHO 3aKaHYMBAETCSA TOMbKO Cemnyac.

Brnepsble ycTpaviBas ectvBanb BHYTpW dectrBand, Aarnnesckni npyucoeam-
HSIeTCH K NOABEAEHMIO WUTOroB U [enaeT MOMEHTaNbHbIN CHUMOK COBPEMEHHOIO
TaHua B Poccmu. (Bcero oivH Kafp — MHadve NpuLLInoch Obl MOCBATUTL TaHLY BCe
10 OHer 1 NpUBE3TU AeCATOK TaHLLEBaNbHbIX KOMMAHUM U Napy rocyaapcTBEHHbIX
aKafleMnyeckmx Tpynn.) YTo BUOHO Ha CHUMKe?

CBf3b C rnobanbHOM ceTbio He yTpadeHa. Aduly ykpawaeT «Xopa» Oxaga
HaapuHa, XyOOXHKMKa C 04eHb CUMbHBIM MarHUTHbIM NofneM: 3a HaapMHOM U1 ero
TEXHVIKOW «rara» KTO TOfIbKO He MOACMaTPMBAaET.

Xopeorpadbl NLLYT KOHTaKT C BOKasIOM, MbITAIOTCA OPraHNYHO COeANHNTL TeNo
nototee v Teno 6eamonsHoe. «3emnetpsceHme» O CTpémrpeHa — dakTnyHeckm
KOHLLEpPT pOMaHCOB PaxMaHWHOBA; «HenoBeyeckni ronoc» AHapes KargaHoBCKO-
ro — MocTaHoBKa onepsbl [yneHka.

MoABNAVCE CUAbHbIE TaHLUeEeBanbHble KOMMaHWMW: B MpPOrpaMme y4acTByiOT
Tpynna cdectreans Context. Diana Vishneva 1 musicAeterna Dance.

MosBunuce W xopeorpadbl. [arvneBcknn dectmBanb, 4acTb ranakTyku
musicAeterna, He MPOCTO He OMNakVBaeT UX OTCYTCTBME, HO MbITAaeTCs 3afaTb TOH
B OTHOLLEHMSAX HOBOTO TaHLLa M HOBOW MY3bIKU: «KaK MEHHO BNMSAET 3BYKOBOW KOZ,
musicAeterna Ha VMHAMBUAYANbHYIO TBOPYECKYIO MaHepy Xxopeorpados? MoxeT
NN OH CTaTb OOLWMM A3bIKOM, OOBEANHSIOWMM MY3bIKy Y COBPEMEHHBIV TaHeLL?»
B nporpamme «[arunes. Kopotkue opMbl» LApUT NpekpacHas pasHOPOLHOCTb
MOCTAHOBLLUMKOB: COBCEM Ha4dMHaloWMM EBreHur Kana4és U noka He M3BeCTHbIN
Ha Gornblion cleHe Mropb GUpPCoB, MHOMO MOTPYAMBLUMECS HA HMBE COBPEMEH-
Horo TaHua KceHuns MuxeeBa, Bnagummnp BapHasa, Hypbek batynna — v «akage-
MucT» Makcnm MNetpos. OHKM Xe BMecCTe C KOMMO3UTOpaMn — pesnpeHtamu Joma
Pagmo cobepyTcs 3a KpyribiM CTOIOM, YTOObI 06CYAUTL COBMECTHYIO paboTty. Bot
elle OAMH BaXHbIM MPOLLECC B POCCUMCKOM TaHLEBanbHOM TeaTpe: Xopeorpa-
(bl BCE Yallle 3aKa3blBalOT MAPTUTYPbl KPYMHbIM aBTOPAM «CEPLE3HOM» MYy3bIKU.
B Poccuun Bce akafemudeckme aBToOpbl NePBOro psaga nuLyT AN HOM, HO B MUPO-
BOM KOHTEKCTE 3TO MoKa UCKIIOYNTENbHAA CUTyaLMs: TPYAHO NPUNOMHUTL OaneTbi
XenbmyTa JlaxeHMaHa mnv TaHunepdopMaHcbl beata Oyppepa.

«KopoTkre opMbl» MOryT OblTb CaMbiM OCTPbIM MyHKTOM aduwn. Co-
BCEM HELABHO Takme MPOrpammbl CHUCXOAMTENBbHO Ha3blBanu «Bevyep MONOAbIX
xopeorpadoB», B xofdy OblM CNOBa «3KCMEPUMEHT» K «3CKM3» (a He TO Aaxe
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In a historical sense, to some extent this is true. Thirty years is a period too
short to assimilate and appropriate, and we, uninvolved observers, are too impa-
tient. And yet, any dance is a dance, and the human body is the same for every-
one. Our own and modern one is emerging, albeit slowly and with difficulty. It is
merging with the rest of the world, despite the new isolation. The whole world
is finding it difficult to come to terms with the unprecedented knowledge about
the body and dance acquired over the past hundred years — and is summing up
the 20" century, whose painful ending is approaching only now.

By organising a festival within a festival for the first time, the Diaghilev Festival
joins this process of summing-up and offers a snapshot of contemporary dance in
Russia. (Only a single snapshot — otherwise we would have to devote all ten days
exclusively to dance and invite a dozen dance companies along with several state
academic troupes.) What, then, can be seen in this picture?

The connection to the global network has not been lost. The poster is deco-
rated with Hora by Ohad Naharin, an artist with a very strong magnetic field: he
and his Gaga technique are being followed by many.

Choreographers are looking for contact with vocals, trying to organically
connect the singing body and the silent body. Jo Stremgren’s The Earthquake
is actually a concert of Rachmaninoff's romantic songs, while Andrey Kaydano-
vskiy’s La Voix humaine (‘The Human Voice') is a production of Poulenc’s opera.

Strong dance companies have emerged: the Context. Diana Vishneva Festival
troupe and musicAeterna Dance participate in the programme.

New choreographers also appeared. The Diaghilev Festival, part of
the musicAeterna galaxy, not only does not mourn their absence but tries to set
the tone in the relationship between new dance and new music: “How exactly
does the musicAeterna sound code affect the individual creative manners of cho-
reographers? Can it become a common language that unites music and modern
dance?” The programme Diaghilev. Short Forms reveals a remarkable diversity of
choreographers: Evgeny Kalachey, still at the beginning of his career; Igor Firsov,
not yet widely known on the major stage; well-known contemporary dance au-
thors Ksenia Mikheeva, Vladimir Varnava, Nurbak Batulla; and Maxim Petrov, who
comes from the tradition of academic dance. They, along with the Dom Radio
resident composers, will gather at a round table to discuss joint work. Here is an-
other important process in Russian dance theatre: choreographers are increasingly
commissioning scores from major authors of ‘serious’ music. In Russia, all top rank
academic authors compose music ‘for legs’, but in the global context this is still
an exceptional situation: it is difficult to recall any ballets by Helmut Lachenmann
or the dance performances by Beat Furrer.

Short Forms could be the most poignant item of the festival poster. Until
recently, such programmes were condescendingly labelled ‘young choreogra-
phers’ nights’; terms like ‘experiment’ and ‘sketch’ were commonly used as
well (or even the contemptuous Soviet zarisovka — even the ballets of George
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COBpPEMEHHbIW TaHeL,

npe3puTeNibHOe COBETCKOE «3apMCOBKA», HO TaK paHblue KNenMunm gaxe Ganets
[xopaxa banaHuvHa). Ckopee BCEro, rpaHAMO3HbIX OTKPbITUIA He MPOU30MAET,
O[IHAaKO BaXkHO MOMHMUTb MPOCTYIO MbIC/b: HUYTO HEDbIBaNoe 1 ynablee C JyHbl,
no-BUAMMOMY, yXe HEBO3MOXHO B MCKyccTBe. TouHee, BCe HOBOE 1 HebObliBanoe
BO BCE BpeMeHa cobMpanocb M3 XOPOLLO YCBOEHHOrO CTaporo 1 TpeboBano oT-
KPbITOCTM Hen3BecTHOMYy — TpeboBano ctpaxa W beccTpatums. Mpu Takom co-
BMafeH HacTyrnana CoBPEMEHHOCTb M CMeHSANach 3Moxa. TaHUeBaNbHbIA TeaTp
O4eHb Peako OKa3blBaeTCs B aBaHrapfe, Yallle OTCTAaeT OT OCTaflbHOWM KYNbTypbl —
OTXOAMT OT MOBCEAHEBHOCTM Ha Mosliara, NpUcMaTpMBaeTcs, 1ieT 0bobLleHNi,
0bpabatbiBaeT MHbOPMaLMIO, NEPeBOAUT Ha COXHbIA HeBepOanbHbIA A3bIK.
XX| Bek yxe He OTKpPOeT ABepb C HOMM HOBOWM «BecHOWM CBALLEHHOWM», OH Dymet
NPUXOAWTL Mano-nomMasny m B KOPOTKMX hopMax.
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contemporary dance

Balanchine were once dismissed in such terms). Most likely, no grand discoveries
await us, but it is important to remember one simple idea: in art, nothing entirely
unprecedented — nothing that seems to have fallen from the moon — is possible
anymore. More precisely, everything new and unprecedented at all times was
assembled from the well-learned old and required openness to the unknown —
it required fear and fearlessness. With such a convergence, modernity arrived
and the epoch changed. Dance theatre very rarely finds itself in the vanguard,
more often it lags behind the rest of culture — it takes half a step away from
everyday life, looks closely, searches for generalisations, processes information,
translates into a complex non-verbal language. The 21 century will no longer
burst through the door with a new The Rite of Spring; it will arrive in small
steps and short forms.
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«aAruvneB.
KOPOTKUE (hOpPMbI»

nporpaMmma coBpemMeHHOro TaHua

13.06 c6 Xopeorpadbi:
21:00 Hypbek batynna
Jom My3biKu Bnagumup BapHaBsa

EBreHn Kanayés
Kcenunsi MuxeeBa
Makcnm [etpos
Nropb @urpcos

16+

Komnosutopbl:
Knpunn Apxunos
Teopop KypeHt3uc
AHZpeac MycTykmnc
Anekcen PeTuHCKMI
BukTopunsa Xapkesuy

I'IporpaMMa n mcnonHuTenmn

: :.-:%':’i

MporpamMmMa «[sarunes. KopoTkie hopMbl» — OOHO K3 KOYEBbIX COObITUI de-
CTUBANbHOIO UMKMa, MOCBALLEHHOMO COBPEMEHHOMY TaHLYy. 3TO 3KCNepUMEHT,
B XOfle KOTOPOro COBPEMEHHbIN TaHel, BCTPETUCS C HOBOW akafleMUYeckon My-
3blKOW. Pe3ynsraToM 3KCneprMeHTa CTao LWecTb MUPOBbIX MPeMbep: CreLmanbHo
ans [daruneBckoro hectrBans XOPOLIO M3BECTHble W Ha4yMHaloWMe poccuimnckme
xopeorpadbl CO34anM WecTb HeOOMbLUIMX TaHLEBaNbHbIX CNEKTaKNerm Ha My3biky
KOMMO3MTOPOB — pe3naeHToB musicAeterna n Joma Paguo.

Y4aCTHUKM NporpaMmbl — xopeorpadbl € y>ke chopMUPOBaBLIMMCA TBOpYe-
CKVIM MOYEPKOM U Te, KTO HaXOAMTCH B Havane nytu.
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‘diaghilev. short forms’

contemporary dance programme

13.06 sat Choreographers:
21:00 Nurbak Batulla
House of Music Vladimir Varnava

Evgeny Kalachev
Ksenia Mikheeva
Maxim Petrov
Igor Firsov

16+

Composers:

Cyrille Arkhipov
Teodor Currentzis
Andreas Moustoukis
Alexey Retinsky
Victoria Kharkevich

Programme and performers

The programme Diaghilev. Short Forms is one of the key events of the festival
cycle dedicated to contemporary dance. This is an experiment in which con-
temporary dance has met new academic music. The experiment resulted in six
world premieres: specifically for the Diaghilev Festival, well-known and aspiring
Russian choreographers created six small dance performances to the music by
the musicAeterna and Dom Radio resident composers.

The participants of the programme are choreographers with already formed
creative style, as well as those who are at the beginning of their creative path.
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13.06 «aarnneB. KOPOTKHUE HOPMbI»

Hypbek barynna — naypeat «3onotor Mackm» 2018 roga. BeinyckHuk Ka-
3aHCKOro Xxopeorpadu4eckoro yymnmila U Poccninckoro rocyapcTBeHHOro MHCTU-
TyTa cueHuYeckmx mckyccts (CaHkT-MeTepbypr), pe3naeHT KasaHCKoW TeaTpasb-
Hom nnowanky MON.

Bnapumup BapHaBa — [Bax bl naypeat «30/0Tor Mackmy. [ebioTmposan
Kak xopeorpac B 2011 rogy v C Tex Nop akTMBHO PabOTaeT C rocyAapCTBEHHbIMM
DaneTHbIMK TeaTpaMK, HE3aBUCMMbIMW KOMMAaHUSIMU COBPeMEHHOro TaHua, Apa-
MaTUYeCKMW TeaTpaMu 1 aHTpenpmsamMm Poccum n gpyrmux CrpaH.

EBreHun KanauéB — apTucCT TaHLeBanbHoOM Tpynnbl musicAeterna. HavmHan
CBOW MyTb B cCaMapckoM TeaTpe «CKpUM» 1 ekaTepuHOyprckor Tpynne «[poBUHLN-
anbHble TaHLbl», CTAaBUT CUHTETUYeCKMe paboTbl AS HE3aBUCUMBbIX UCMONHUTENEN.

KceHna MunxeeBa — [Bax bl naypear npemmy «300Tag Macka» B HOMMU-
Haumm «Jy4qluni cnekTakilb COBPEMEHHOW xopeorpadum». OkoH4mna AkagemMumio
pycckoro baneta um. A. 1. BaraHoBown kak banetmencrep; ¢ 2016 rofa — negaror
1 xopeorpac Akagemunn TaHua bopuca dndmaHa; oCHoBaTeNbHMLA CODCTBEHHOM
KomnaHun «IMpoekT KceHnm MuxeeBom».

Makcum MeTpoB — XyOoXecTBeHHbIN pykoBoduTens Ypan baneta (Ekate-
pUHOYpPr), naypeat npemun «3o50Tas Macka» 3a Oanet «Pycckue Tynuku — l1».
B 2012-2023 rogax Obin TaHUOBLMKOM MapUMHCKOTO TeaTpa, Havan Kapbepy
xopeorpada B 2014-M B MapumHckom. CTaBUT GaneTHble, onepHble 1 3KCrepu-
MEHTasbHble CMeKTaK/IM B rOCYyapCTBEHHbIX TeaTpax U He3aBUCUMbIX KOMMAHWAX
Poccnn n mupa.

Uropb ®DupcoB okoH4MI MOCKOBCKUIA TyOEpPHCKUIA KOMMeoX WCKYCCTB
no CNeumanbHOCTU «COBPEMEHHbIV TaHeL», y4acTBOBa B LIOY «TaHubl Ha THT»
(7-1 ce3oH), BbicTynaet B cnekTaknax Mapcens n Mapun Hypuesbix, Tpynnbl de-
ctmBansa Context. Diana Vishneva v gp.

Xopeorpadam Oblno NPeanoXkeHo 03HAKOMUTLCA C My3blKalbHbIM apXMBOM,
KOTOPbIN COAEPXKIT 3anUCh MPou3BeAeHMI, CO3AaHHbIX OyKBabHO roA-fBa Ha3aj
B paMKax 3CTETUHECKOro Co3a — CUCTEMbI pe3naeHTcTBa musicAeterna, roe Kom-
NO3UTOPbI MULLYT My3bIKy A8 OOLIMX NPOEKTOB 1 POPMUPYIOT eamnmHoe CTeThYe-
ckoe none. Kaxabl 13 xopeorpados BbIOpan o4HO 13 NpeanoxXeHHbIX COYMHEHMI
Teonopa KypeHT3nca 1 KOMMO3UTOPOB — pe3naeHtoB [Joma Pagmo — Kupunna
Apxunosa, AHgpeaca Mycrykunca, Anekced PeTnHckoro, Buktopun XapkeBuy —
1 MOCTaBWI TaHLLEBANbHYIO MUHMATIOPY.

Mporpamma «darmnes. Kopotkme hopMbl» HaMeTUAa Saneko UAYLLYyIO Lenb —
HaWTX MaeanbHbIA CUHTE3 ABYX MCKYCCTB, B KOTOPOM COBPEMEHHbIN TaHel, 1 CO-
BpPeMeHHas akagemmyeckas My3bika MMeOT paBHbIV BEC 1 B3aMMHO oDorallatoT
OPYr Apyra, B KOTOPOM HeT AMKTaTa My3blKafibHOM (OPMbI, HO HET 1 MpUKNagHOro
OTHOLLUEeHWNS K 3BYKY. porpamMma Takxke LOMXKHa OTBETUTb Ha BOMPOC: Kak 3BYKO-
BOW koA, musicAeterna BNMAeT Ha MHAMBUAYANbHYIO TBOPYECKYIO MaHepy pPa3HbIX
xopeorpadpoB? MOXET MM OH CTaTb OOLMM $I3bIKOM, OOBEAVHSIIOWMM MYy3biKy
1 COBPEMEHHBIN TaHeL,?
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Nurbak Batulla is the winner of the 2018 Golden Mask Award. He is a grad-
uate of Kazan Choreographic College and the Russian State Institute of Performing
Arts (St Petersburg), a resident of the Kazan theatre MON.

Vladimir Varnava has been awarded the Golden Mask twice. He made his
debut as a choreographer in 2011 and since then has been actively working
with state ballet theatres, independent contemporary dance companies, drama
theatres, and private theatre companies in Russia and abroad.

Evgeny Kalachev is an artist of the musicAeterna Dance. He began his career
at the Samara ‘Scream’ Dance Theatre and the Yekaterinburg ‘Provincial Dances’
troupe, and has staged synthetic art works for independent performers.

Ksenia Mikheeva is a two-time winner of the Golden Mask Award in
the nomination ‘Best Modern Dance Performance’. A graduate from the Vagano-
va Ballet Academy as a choreographer, she has been a mentor and choreographer
at the Boris Eifman Dance Academy since 2016, and is the founder of her own
dance company, the Ksenia Mickheeva Project.

Maxim Petrov is Artistic Director of the Ural Ballet (Yekaterinburg). Winner of
the Golden Mask Award for the ballet Russian Dead Ends II. From 2012 to 2023,
he was a dancer at the Mariinsky Theatre, and began his career as a choreogra-
pher at the Mariinsky Theatre in 2014. Has staged ballet, opera, and experimental
performances in state theatres and independent companies in Russia and around
the world.

Igor Firsov graduated from the Moscow Provincial College of Arts with a de-
gree in Modern Dance, participated in the Dance on TNT Channel show (season 7),
performs in productions by Marsel and Maria Nuriyev, the Context. Diana Vishneva
Festival troupe, and others.

The choreographers were invited to familiarise themselves with the music ar-
chive, which contains recordings of works created just a year or two ago within
the framework of a single aesthetic union, the musicAeterna residency system,
where composers create music for common projects and form a single aesthet-
ic field. Each of the choreographers picked one of the proposed compositions
by Teodor Currentzis and the resident composers of Dom Radio — Cyrille Arkhi-
pov, Andreas Moustoukis, Alexey Retinsky, and Victoria Kharkevich — and stage
a dance miniature for the performers of their choice.

The programme Diaghilev. Short Forms sets a far-reaching goal — to find
an ideal synthesis of the two art forms, in which contemporary dance and aca-
demic music have equal weight and mutually enrich each other, in which there
is neither a dictate of musical form, nor an applied approach to sound. The pro-
gramme is also meant to answer the question of how exactly the musicAeterna
sound code affects the individual creative mannerisms of different choreographers.
Can it become a common language that unites music and contemporary dance?
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«3emMneTpAaAceHue»

cneKTaknb Tpynnbl musicAeterna TaHew | musicAeterna Dance
Ha my3blKy Ceprea PaxmaHuHoBa

14.06 BC
20:00

AR nmeHu
ConparoBa
16+
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Xopeorpad 1 XyLOXHUK-NOCTaHOBLLMK

O CrpémrpeH (Hopserus)

AccncteHT xopeorpada AHactacud lNelukosa
CayHa-om3avH: Kupunn HudgorTto 1 KO CTpémMrpeH
XyOOXHWK no ceeTy Hatanbd Ty3oBa
XyOoXHKMK no koctiomaM Cepadurma YenuHa
PeksusnTtop Mapusa OrnrmMoHoBa
XyOoXHMK no rpumy Mapbsa Kosnosa
MomMoLwHWK pexunccepa AnekcaHap LannH
Bbinyckatowmn npoatocep Lapbs TpeTbsikoBa
MeHexep Tpynnel AHa MyprHa
XYL0XeCTBEHHbIVI PyKOBOAMTESb TPYMMbI
AHHa [yceBa

B cnekTakne 3By4YaT COUMHEHUs
Cepresi PaxmaHuHoBa (1873-1943):

«Cymepku», op. 21, N2 3

«OTpbIBOK 13 A. Miocce», op. 21, N2 6
«Menogua», op. 21, N2 9

«B MOn4aHbW HOYWM TamHoM», op. 4, No 3
«Mysza», op. 34, N2 1

«Cen geHb 5 MoMHI0», op. 34, N2 10

Bokanus, op. 34, N2 14. 3anuce B UCHOIHEHW
conpaHo Hanexne! llaBnosovi v opkecTpa
musicAeterna, aupwxep Teonop KypeHTauc

«CoH», op. 8, N2 5
«OHW otBedann», op. 21, N2 4

«Cmepkanocb», T52/2. 3anuncb
B UCrONIHeHnn TeHopa Kupuina HugoHToBa
u nuaHuctkm Cawwm JincroBou

‘the earthquake’

performance by the musicAeterna Dance
on the music by Sergei Rachmaninoff

14.06 sun Choreographer and production designer
20:00 Jo Stremgren (Norway)
Soldatov Culture Assistant choreographer Anastasia Peshkova

Sound design: Kirill Nifontov and Jo Stremgren
Palace Lighting designer Natalia Tuzova

16+ Costume designer Serafima Chelina

Prop designer Maria Filimonova

Makeup artist Marya Kozlova

Assistant director Alexander Shanin

Producer Daria Tretyakova

Manager Yana Murina

Artistic director Anna Guseva

The performance features compositions
by Sergei Rachmaninoff (1873-1943):

Twilight, Op. 21, No. 3

Fragment from Musset, Op. 21, No. 6
Melody, Op. 21, No. 9

In the Silence of the Secret Night, Op. 4, No. 3
The Muse, Op. 34, No. 1

| Remember That Day, Op. 34, No. 10

Vocalise, Op. 34, No. 14. Recording of a performance
by soprano Nadezhda Pavlova and the musicAeterna
Orchestra, conducted by Teodor Currentzis

A Dream, Op. 8, No. 5
They Answered, Op. 21, No. 4

It Was Getting Dark, T52/2. Recording
of a performance by tenor Kirill
Nifontov and pianist Sasha Listova
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14.06 «3emneTpAceHue»

«He non, KpacaBumua, Npu MHe», op. 4, N2 4
«O HeT, MOJIO, He yxoaun..», op. 4, N2 1
Sneruva, op. 3, N2 1

«BeceHHVe Boab», op. 14, N2 11

UcnonHutenu:

musicAeterna TaHel, | musicAeterna Dance
Anrynsa by3aesa

Tumyp TaHees

EBreHnm Kanades

Makcmum KnoyHes

CasBa Koportbiy

EneHa JlncHas

Ancbiny MupxadusxaH

Anekcen Cryukmm

Hapbsa TarunbLesa

apTUCTbI OpKecTpa 1 xopa musicAeterna
Knpunn HugoHToB, TeHop
Cawa Jlncrosa, doprenmnaHo

MwupoBas npembepa — 20 mapTa 2026, Jom Pagmo
(CaHkT-MeTepbypr)

TaHueBanbHasa Tpynna musicAeterna co3fana HOBbIM ClekTakib «3emnerpsce-
Hne» BmecTe ¢ xopeorpacdom O CTpEMrpeHOM, OOHUM 13 BeAyLMX MacTepoB
COBpPEMeHHoro TaHua Hopserun u, wupe, EBponbl. Xopeorpad v Apamatypr,
KUHOCLLeHapUCT U cueHorpad, O CTpémrpeH — aBTop okono 200 mocTaHoBOK,
KOTOpble OeMOHCTpUpoBannch B 68 crtpaHax. B 2000 rogy B KanuHwWHrpage
COCTOSANCSA ero poccnmckuin febiot, n ¢ tex nop CTpEMrpeH MOCTaBUII OKOJO
20 paboT B pasHbix ropofax CTpaHbl, BKOYas CrekTakiv Aff TaHUeBasbHOM
KoMnaHuy «banetr MockBa» n Tpynnbl MOCKOBCKOrO ApamMaTuyeckoro TeaTpa
nmeHn A. C. TNywKnHa.

Hukakaa nprpofHas katactpoda, Aaxe 3eMneTpaceHne, He MOXET NomeLlaTb
BCTpeYye C BbICOKNM MNCKycCTBOM. OHaKO NMOCTENEHHO B MPVBbIYHbIE M MOHATHbIE
LEeVCTBUA CODPABLUMXCA Ha TPAAMLMOHHBIA KOHLEPT BKPAAbIBAIOTCA WNCKAXEHNS,
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Do Not Sing, My Beauty, to Me, Op. 4, No. 4
Oh, Stay, My Love, Forsake Me Not, Op. 4, No. 1
Elegy, Op. 3, No. 1

Spring Waters, Op. 14, No. 11

Performers:

musicAeterna Dance
Aigulya Buzaeva
Timur Ganeyev
Evgeny Kalachev
Maxim Klochnev
Savva Korotych
Elena Lisnaya

Aisylu Mirhafizkhan
Alexey Slutsky

Daria Tagiltseva

artists of the musicAeterna Orchestra and Choir
Kirill Nifontov, tenor
Sasha Listova, piano

World premiere — 20 March, 2026, Dom Radio
(House of Radio, St Petersburg)

The musicAeterna Dance has created a new performance The Earthquake in
collaboration with choreographer Jo Stremgren, one of the leading masters of
contemporary dance in Norway and, more broadly, Europe. Choreographer and
playwright, screenwriter and set designer, Jo Strgmgren is the author of about
200 productions that have been presented in 68 countries. In 2000, his Russian
debut took place in Kaliningrad, and since then, he has staged about 20 works
in different cities of the country, including performances for the Ballet Moscow
dance company and the troupe of the Moscow Pushkin Drama Theatre.

No natural disaster, not even an earthquake, can prevent an encounter with
fine art. However, gradually distortions, oddities, and absurd events creep into
the familiar and understandable actions of those gathered for a traditional con-
cert.. Will music be able to hold together the small world in which it sounds?
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14.06 «3emneTpAceHue»

CTpaHHOCTW, abcypaHble coObITUSA... CMOXET N My3blKa YAEPXKaTb ManeHbKUI MUp,
B KOTOPOM OHa 3BY4WT?

[ns pa3mbiwneHnn 06 3toM KO CTpémrpeH 130pan Kiaccuyecknin matepu-
an — poMaHcel Cepres PaxmMaHMHOBA: «Bce cBOM poMaHCbl PaxMaHMHOB Hanmcan
00 oTbe3fa B AMepuiky. MNocsie — HUYero. 3Ha4uT K 3TO, YTO POMaHChl YKa3bIBaOT
Ha He4To “HacTosllee”, 4To ObINO yTpadeHo? Bce N Mbl TOCKyeM MO Yemy-To “Ha-
croaemy”? 1 He 3Halo. S TakXKe 4acTo AymMalo O TOM, Kak Mbl CyXW U MPaKTUYHbI
B XXM3HW, HO CTAaHOBUMCS MSTKMMW U 3MOLMOHANbHBIMW, KOrAa CAbILWNM My3bIKY,
CMOTPUM hUbM, BUAMM TaHel, ObpallaTbCs K MCKYCCTBY — BCE PaBHO YTO BCMO-
MWHAaTb YTO-TO XOpollee, KOrAa XM3Hb TPYAHA. DTO He TOoNbKOo cnocob ybexatb
OT peanbHOCTU. BoCcmoMMHaHWs 0 “HacToswem” AaloT Hagexay Ha Oyayulee».

Tpynna musicAeterna TaHew, | musicAeterna Dance cchopmupoBaHa B 2022
rogy v 6asumpyetcs B Jome Pagmo B CaHkT-IleTepOypre. B TeueHne ce3oHa TaH-
LOBLUMKM y4aCTBYIOT B OaneTHbIX, OMepHbIX M NepdopMaTUBHbLIX MOCTaHOBKAX
musicAeterna. B ocHoBe KOHLeNuuMmn Tpymnbl — MeXANCUUNAMHAPHBIN NOAXOA,.
PaboTa TaHLOBLLMKOB C My3blKaHTaMW OPKeCTpa M Xopa MpeBpaLlaeTcs B TBOpYe-
CKUM CMMOKO3, OMbIT MO BOCCO3LaHWIO APEBHErPEYECKOro TPUEANHCTBA «MYCU-
YeCKMX WNCKYCCTBY»: MO33UM, TaHUA U MY3bIKM.

Tpynna cocpefoTodeHa Ha WCCNeAOBaHUM  Pas3fiYHbIX  XyOOXKEeCTBEHHbIX
npakThK, UX CUMHTe3e, Momcke COOCTBEHHOMO CLEHWYECKOro fi3blka. TaHLOBLUM-
K 3aHUMAIOTCA C POCCUMCKMMN U 3apyDexxkHbIMU XxopeorpadamMi 1 TbloTopami,
OCBaMBAIOT pa3Hble TEXHWKW COBPEMEHHOro TaHUa W ApamMaTiyeckoro TeaTpa.
MOCTOSHHbIE TPEHWUHIM BKJIIOHAIOT He TONbKO PaboTy C ABMXKEHMEM, HO U aKkTep-
cKMe NpakTUKK. Tpynna coTpyLHMYaeT C COBPEMEHHbIMM KOMMO3UTOPaMM — MHO-
rMe COMMHEHWS ObINM HamMcaHbl CneumanbHoO ANs NOCTaHOBOK TaHLKOMMAHUK.

BmecTe ¢ xynoxecTBeHHbIM pykoBoauTteneMm musicAeterna Teogopom KypeHT-
31COM WM XyOOXeCTBEHHbIM PYKOBOAWTENEM U PeXMCCepoM Tpynnbl AHHOW
[yceBo nabopaTopuio TaHUEBalbHOro TeaTpa Co3faeT xopeorpad AHacTacus
MewwkoBa.
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To ponder on this question, Jo Stremgren chose classical material — romances
by Sergei Rachmaninoff. “Rachmaninoff wrote all his romances before leaving for
America. After that, not a thing. Does this mean that romances point to something
‘genuine’ that has been lost? Do we all yearn for something ‘genuine’? | don't
know. | also often think about how dry and practical we are in everyday life, yet we
become soft and emotional when we hear music, watch a movie, or see a dance.
Turning to art is like remembering something good when life is difficult. It is not just
a way to escape from reality. Memories of the ‘genuine’ give hope for the future.”
The musicAeterna Dance was formed in 2022 and is based at Dom Radio in
St Petersburg. In the course of the season, dancers participate in ballet, opera,
and performative productions of musicAeterna. The musicAeterna Dance concept
is based on an interdisciplinary approach. The collaboration between artists of
the musicAeterna Orchestra and Choir and dancers turns into a creative symbiosis,
an experience in recreating the ancient Greek trinity of ‘muse arts’: poetry, dance,
and music.

The troupe focuses on the study of various artistic practices, their synthesis,
and the search for their own stage language. The dancers work with Russian and
foreign choreographers and tutors, and master various techniques of contempo-
rary dance and drama theatre. Permanent trainings include not only working with
movement but also acting practices. The troupe collaborates with contemporary
composers — many of the works were written specifically for musicAeterna Dance
productions.

Choreographer Anastasia Peshkova is creating a dance theatre laboratory
together with Artistic director of musicAeterna Teodor Currentzis and Artistic and
stage director of the musicAeterna Dance Anna Guseva.
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dpaHCUC NYNEeHK
«4YeNIOBEeYEeCKUHUN rosoc»

Xopeorpaduyeckasa ornepa

. MH OBMeCTHasi NMOCTaHOBKA MPOJIOCEPCKON KOMMAaHMM
15.06 C
20:00 «[xokepJSlab» (Jokerlab) n HaumoHanbHoro
MepMCKMit TeaTp akafemMm4eckoro Teatpa onepbl 1 Ganeta

nmenn Anekcangpa CneHavapsHa (EpesaH)
onepbl U 6anera

18+ Pexxnccep 1 xopeorpad
AHzpen KanpaHoBcku (ABCTpus)
Onpwmxep-nocraHoBwmMK KapeH OyprapsH,
3aC/y>KEHHbIV apTUCT Pecnybnmkm ApmeHus
CueHorpadus 1 KocTtoMbl: Tomac Muika (fepmaHus)
XynoxHVK no ceety Anekc bpok (HupepnaHab!)
Mpopatocep ExatepurHa Bapep («xokep/lad» |
JokerLab)

B ponsx:

Hapbs MasneHko, HaneprHa
fOnuns MatoykmHa, MeLLo-ConpaHo

Mokas B pamkax [dsrunesckoro dectmBans
NPOXOAUT MPU y4aCTUM MOCTOSSHHOIO

napTHepa npoekTa, lNepmMckoro Teatpa onepbl

1 Ganeta. My3blka ®paHcnca lNyneHka 3By4nT

B WNCMOMHEHUN CUM@OHNYECKOrO OPKecTpa TeaTpa
nof ynpasneHnem Bnagnmupa TkadeHko.

MwupoBas npembepa: 26 anpens 2026, EpeBaH
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francis poulenc
‘la voix humaine’

choreographic opera

15.06 mon Co-production by the JokerLab Company and
20:00 the Armenian National Opera and Ballet Theatre

Perm Opera and (Yerevan)

Ballet Theatre Director and choreographer

18+ Andrey Kaydanovskiy (Austria)
Conductor Karen Durgaryan,
Honoured Artist of the Republic of Armenia
Set and costume design: Thomas Mika (Germany)
Lighting designer Alex Brock (Netherlands)
Producer Ekaterina Barer (Jokerlab)

Performers:

Daria Pavlenko, ballerina
Yulia Matochkina, mezzo-soprano

The performance at the Diaghilev Festival is
supported by the permanent partner of the project,
the Perm Opera and Ballet Theatre. The music

by Francis Poulenc is performed by the theatre’s
symphony orchestra conducted by Vladimir
Tkachenko.

World premiere: 26 April 2026, Yerevan
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15.06 hpaHcUC NyNEeHK «YesloBeYECKUIM ronoc»

®paHuy3cknn knaccnk XX Beka ®paHcumc NyneHk Hanmcan onepy Ans o4HOW MUC-
NONMHUTENbHULbI, «Yenoseveckmin ronoc», B 1958-M. B ocHoBYy npow3BeaeHus
nerno nmopetto XaHa KokTo no MOTrBaM ero e ofHoOMMeHHoM nbeckl 1928 ropa.
Bcnen 3a opamatiyeckor MOHOMbeCoW onepa, MpeAnonaralLias caMble pasHble
CUeHMYecKme NHTeprpeTaLmm, cTana peneptyapHbiM xmToM B EBpone 1 Poccun.

CoelHNTL rYyBUHY YenoBeYeCKOro rofloca C OTYasiHHOW MpaBLoOW YenoBeye-
ckoro Tena B onepe lMynexka pewvn AHgpen KangaHoBCKUA — OfMH U3 CaMbIX
MHTEpecHbIX xopeorpadoB nokoneHns 40-n1eTHUX. BOCNUTaHHbINM Ha CTbike pyc-
CKOW U eBpPOMENCKon TeaTpanbHO-0aneTHbIX TpaamUmMi, oH yxe Gonble 10 net
paboTaeT Kak xopeorpad. B ero cnekTaknisx rpoteck rapMOHWYHO COefMHSAETCs
C HEeXHOCTbIO, 3CTeTNKa TeaTpa — C AMHAMWKOW KMHO, MOHWUMaHWe Tpaguumm —
C nocneaoBaTesibHbIM NMOVMCKOM CODCTBEHHOTO A13biKa.

[1Be CTOpOHbI OfHOM Aylin xopeorpad 1 pexuccep yBuaen B ABYX netep-
Oyprckmx apTmcTkax: nesuue Fonmm MaTodkmMHOM 1 TaHUoBLUMUEe Japbe MaBneHko.
O6e — 3Be3[bl MeXAyHapOAHOW CLeHbl NMepPBON BENNYMHbBI, Kaxaas — C Ccob-
CTBEHHbIM HenoBTOPVMbIM 00pa3oM. KOnua MaTtouykuHa — conuctka MapumH-
cKkoro Teatpa, naypeat XV MexayHapogaHoro KoHkypca umeHn . M. YarmkoBckoro
1 obnapgatensHuua npemmmn Casta Diva, npurnalleHHas conmncrka MeTpononmTeH-
onepsbl, bonbworo Teatpa Poccum, Teatpa Jla Ckana, baBapckon rocymapcTBeH-
How onepbl 1 ap. Japbsa MaBneHKoO — 3acnyXeHHas apTmcTka Poccuun, npuma-
banepunHa MapunHckoro Teatpa (fo 2018 roga), MHOTOKpaTHbIN naypeat NpeMuii
«3on0Tas Macka», «3010Ton CoOUT» 1 ApP., NPUIMALLeHHas CONMCTKa TaHLuTeaTpa
«Bynneptanb» MuHbl bayw. O6beaMHAIOT ABYX apTUCTOK abCoNOTHOE OTCYTCTBME
aKTepPCKOro CTpaxa, TaflaHT UcnenensaoLen OTKPOBEHHOCTU Ha CLUEeHe, CTpeMiieHne
OOUTN A0 CyTW.

AHpapen KanagaHoBCKMIA Ha3Bas CBOKO BEPCUIO «xopeorpacdmyeckon onepomn».
PeYnTaTUBHbBIA MOHOJOT XEHLLMHbI, KOTOpas MPOLLAEeTCs C BO3MoONeHHbIM Mo Te-
necoHy, OH pa3Bes, TOYHO TenedOoHHbIN Kabenb, No ABYM IVHWUAM: BHYTPEHHUI
ronoc oTAaH nnacrvike, BHELIHWI — NeHuto. ABTOP MAEW MOSACHSET 3amblicen: «[le-
pen HaMu OBa NepcoHaxa, KOTopble Ha CaMOM [efle CTaHOBATCA OAHWMM YenoBe-
KOM. BCE Kak B XXM3HU: Nocne DONe3HeHHOro pacCTaBaHms cepALe PBETCS Ha YacTy
1 TonKaeT Tebsi B Oe3fHY, TOrha Kak rofloBa CTapaeTcs 3acTaBuTb cobpathcs. Mbl
BMOMM [Ba B3rMsAa Ha OAHY WUCTOPUIO MOKMHYTOM >XeHLMHbl. Mbl Habnogaem
Oopbby cepaua v pasyma. ClueHMYecKoe LeNCTBIE Pa3BMBAETCS Kak CaMOCTOSTE N b-
Has UHWS 1 NpUOaeT AOMONHUTENbHbIe CMbICTbl Apame XKaHa KokTo n ®paHcumca
MyneHka».
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15.06 francis poulenc ‘la voix humaine’

The French classic of the 20 century Francis Poulenc composed the opera for
a solo performer La Voix humaine in 1958. It is based on a libretto by Jean Cocte-
au adapted from his 1928 play of the same name. Like the dramatic mono-piece,
the opera, which allows for a wide variety of stage interpretations, has become
a repertory hit both in Europe and Russia.

Andrey Kaydanovskiy, one of the most notable choreographers of
the 40-year-old generation, decided to combine the depth of the human voice with
the desperate truth of the human body in Poulenc’s opera. Trained at the junction
of the Russian and European theatrical and ballet traditions, he has been working
as a choreographer for more than ten years. In his productions, the grotesque
harmoniously combines with tenderness, the aesthetics of theatre — with the dy-
namics of cinema, and an understanding of traditions — with a consistent search
for his own idiom.

The choreographer and the director recognised two sides of the same soul
in two St Petersburg artists — singer Yulia Matochkina and dancer Daria Pav-
lenko. Both are stars of the first magnitude at the international stage, each with
her own unique image. Yulia Matochkina is a soloist of the Mariinsky Theatre,
winner of the XV International Tchaikovsky Competition, recipient of the Casta
Diva award, guest soloist of the Metropolitan Opera, the Bolshoi Theatre of Russia,
La Scala, the Bayerisches Staatsoper, etc. Daria Pavlenko is Honoured Artist of
Russia, prima ballerina of the Mariinsky Theatre (until 2018), multiple recipient
of the Golden Mask, the Golden Sofit, and other awards, and a guest soloist at
the Pina Bausch Tanztheater Wuppertal. What unites the two artists is an abso-
lute lack of acting fear, a talent for sizzling frankness on stage, and a desire to
get to the core.

Andrey Kaydanovskiy called his version a ‘choreographic opera’. He split the re-
citative monologue of a woman who says goodbye to her lover on the phone,
like a telephone cable, along two lines: the inner voice is given to movement,
the outer to singing. As the author of the idea explains, “We have two characters
in front of us who actually become one person. It's just like in life: after a painful
separation, your heart breaks apart and pushes you into the abyss, while your
head tries to make you pull yourself together. We see two views on the same story
of an abandoned woman. We are witnessing a struggle between the heart and
the mind. The stage action develops as an independent line and gives additional
meanings to the drama by Jean Cocteau and Francis Poulenc.”
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«Xopa»

CreKTaKk/b TaHLUeBa/lbHOW Tpynnbl
dectuBansa Context. Diana Vishneva
nocesAwwaetca Cocmun HaapuH

16.06 BT
19:00

AR nmeHu
ConparoBa
16+
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Xopeorpad Oxag HaapuH (M3pauvnb)
Xopeorpad-penetutop YeH ArpoH

MpurnalleHHbIn neparor-penetutop Mapusa 3anneyHas
Mepnaror Tpynnbl ApTem XpOoMbIxX

CBeT 1 cueHorpadua: Asu MoHa (Bambun) BysHo
My3blka, apaHXupoBska 1 ncnosHerne: icao Tomuta
Ayanosusyanusauma: Peasm Vkena

MactepuHr 3Byka: Hup Knarman

3BYKOBOW AM3aMH 1 MOHTax: Makcm Bapatt
KocTtombl: Dpm Hakamypa

[nzanH ckamenkn: AMup PaBex

B cnekTakne ucnonb3oBaHbl PparmMeHTbl
13 npounsBeaeHUn:

Mogect Mycoprckui, «Katakombbl»
(N2 8 13 umkna «KapTUHKKM C BbICTaBKIY )

XoakuH Pogpuro, ApaHxyacckum KoHLepT

«Kocmmyeckasa daHTasma» 13 KUHopuibMa
«2001 ron: kocMudeckas opucces» (Puxapa LLUTpayc,
«Tak roBopus 3apatycrpa»)

Puxapa BarHep, «[lonet Banbkupum»
Yapnb3 AiB3, «Bonpoc, ocTaBlUniCa Oe3 oTBeTa»
SpBapg lpur: «[Mep NoHT», «[ecHs ConbBenr»

[>KOH Ynnbamc, rnaBHas TeMa m3 KMHopuibma
«3Be3Hble BOHbI»

AH Cnbennyc: «Mup pasHbIX M3MePeHNn», «IPyCTHbIN
BasbC»

Knop Oebtoccu: «Mpentoams k “MocnenonyaeHHoMy
otabIxy daBHa"», «JlyHHbIN CBET»
(N2 3 13 bepramacckon CtouTbl)

‘hora’

performance by the Context. Diana Vishneva

Festival dance troupe

dedicated to Sofia Naharin

16.06 tue

19:00

Soldatov Culture
Palace

16+
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Choreographer Ohad Naharin (lIsrael)

Rehearsal dance coach Chen Agron

Guest dance coach Maria Zaplechnaya

Troupe coach Artyom Khromykh

Lighting and set design: Avi Yona (Bambi) Bueno
Music, arrangement, and performance: Isao Tomita
Audio visualisation: Ryoji lkeda

Sound mastering: Nir Kleiman

Sound design and editing: Maxim Waratt
Costume designer Eri Nakamura

Bench design: Amir Raveh

The performance features
fragments from the compositions:

Modest Mussorgsky, In the Catacombs
(No. 8 from the cycle Pictures at an Exhibition)

Joaquin Rodrigo, Concierto de Aranjuez

Cosmic Fantasy from the film 2007: A Space
Odyssey (Richard Strauss, Also sprach Zarathustra)

Richard Wagner, Walkdirenritt

Charles Ives, The Unanswered Question
Edvard Grieg: Peer Gynt, Solveig's Song
John Williams, Star Wars (main title)

Jan Sibelius: A World of Different Dimensions,
Valse Triste

Claude Debussy: Prélude a I'aprés-midi d’un faune,
Clair de lune (No. 3 from the Suite bergamasque)



16.06 «xopa»

UcnonHutenu:

ApuHa AxmeToBa

AHrennHa bosapko

Erop KabaHos / AnekcaHap Hocos
Hanunn Knpunko

AnvHa KocrapeBa

Penata Ha3zmetrguHoBa

KapuHa OpguHuoBa / AHrenvHa ®epopoBsa
Poman Ocunos

Tlo6osb CaByyk

ApteM XpOoMbIx

Wnbs LLymunos

Konpoaykums Mectsans TaHua B MoHnenbe
n @ectvBans JIMHKONbH-LEHTPa

MwupoBasi npembepa: 18 mas 2009, Nepycanumckimm
TeaTp, TaHUeBanbHaa Tpynna «batwwesa», Vepycanum

Poccunnckas npembepa: 6 mapta 2026, Teatp
Epmonoon, dectmBanb Context. Diana Vishneva,
MockBsa

TaHueBanbHas Tpynna dectmBans Context. Diana Vishneva npepcraBnsiet crnek-
Taknb «Xopa». 370 noctaHoBka 2009 roga, KOTOPYO MPOCNABEHHbIN M3panib-
ckunm xopeorpad Oxaf, HaapuH nepeHec B MOCKBY 1 MOCTaBMA C TaHLOBLUMKAMM
Tpynnbl «KoHTekcT» B MapTe 2026-r0.

«XOpoC» C rpe4yeckoro — «TaHel,, XopoBoA». [Ana M3pansbTaH y 3TOro CnoBa
eCTb M CBOE, O4YeHb BaXKHOEe 3HayeHme: Xxopa — TaHEL, eBPenCKOro BO3POXAEHWS,
XOPOBOA, O0beauMHALLWMIA Aylin. «Xopa» Oxaga HaapvHa — napadpas 3T1oro
TaHLUA 1 CBOW, OCOObLIN B3MMAL Ha BO3POXAEHWNE N CO3MAAHME.

LLinpa Butanu: «B 1974 rogy SnoHCKMiA KoMno3uTop Vcao TommTa BbIMyCTUA
anbbom “CHexurHkn TaHuyoT” (Snowflakes Are Dancing), KOTOPbIA MOSIHOCTBIO
M3MEHWN KaHOH MPOrpaMMUpOBaHUSA 31eKTPOHHOW My3blki. 35 net cnycra Oxag
HaapwvH npencrasun cnektakib “Xopa” — neecy ans 11 TaHLOBLLMKOB, BLOXHOB-
NeHHYI0 My3bIKOo ToMUTbI. [0L0OHO KOMMO3UTOPY, KOTOPbIV NepeoCcMbICII 3Ha-
KOMble Knaccmieckue npouvssegerus Knoma [Jebioccu ¢ nomollplo CUHTe3aTopa,
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16.06 ‘hora’

Performers:

Arina Akhmetova

Angelina Boyarko

Egor Kabanov / Alexander Nosov
Daniil Kirilko

Alina Kostareva

Renata Nazmetdinova

Karina Odintsova / Angelina Fyodorova
Roman Osipov

Lyubov Savchuk

Artem Khromykh

llya Shumilov

Co-production of the Montpellier Dance Festival
and the Lincoln Center Festival, New York

World premiere: 18 May 2009, Jerusalem Theatre,
Batsheva Dance Company, Jerusalem

Russian premiere: 6 March 2026, Yermolova Theatre,
Context. Diana Vishneva Festival, Moscow

The Context. Diana Vishneva Festival dance troupe presents Hora. This is a 2009
production that the renowned Israeli choreographer Ohad Naharin transferred
to Moscow and staged with the dancers of the Context troupe in March 2026.

Horos is a Greek word for dance, round dance. For Israelis this word has its
own very important meaning: hora is a dance of the Jewish renaissance, a round
dance that unites souls. Ohad Naharin’s Hora is a paraphrase of this dance and
his own special view on rebirth and creation.

Shira Vitali: “In 1974, electronic music pioneer Isao Tomita released the al-
bum Snowflakes Are Dancing, completely revolutionising musical programing.
35 vyears later, Ohad Naharin presents Hora — a piece for 11 dancers, inspired
by Tomita’s music. Like Tomita, who reimagined familiar classics with a synthesis-
er, Naharin places us between the familiar and the foreign: Hora is an evergreen
bubble outside of time and space, natural and synthetic, permanent and ever-
changing. Simultaneously primordial and futuristic, the bodies set out to formulate
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16.06 «xopa»

HaapuH NomeLLaeT HaC MeXay XOPOLLUO 3HaKOMbIM 1 aDCOMNIOTHO HEM3BeOAHHbIM.
“Xopa"” — 3T0 BEYHO3eNEeHbIN My3blpb, CYyLLECTBYIOLWNNA BHE BPEMEHW W NMPOCTPaH-
CTBa, OOHOBPEMEHHO MPWPOAHbLIN W CUHTETUYECKMI, MOCTOAHHbBIN 1N HempepbIiB-
HO MeHsLWMNCA. Tepon CnekTakns MNOCTUIAOT HOBbIW TEMECHbIV A3bIK, KOTOPbLIU,
BMPO4Y€EM, OCHOBAH Ha 3HaKOMbIX MAACTUHECKMX umTaTax. 11 TaHLOBLLMKOB BOMMO-
LLAIOT BCIO KpacoTy BopbObl 338 MHAMBUAYANbHOCTb, AaXe CJIMBasCh B abComoTHOe
eanHcTBO. Onmpascs Ha PONbKIOP, OHM Pa3pyLLaIoT ero, CO34aBas HOBble XOPeo-
rpaduyeckme Kofibl; UCCNeayoT TepPUTOPUI Tena, XXenas ObiTb MPOSABIEHHbIMMY.

Oxap, HaapuH — xopeorpad u co3patenb MiIacTM4eckoro fi3blka OBUXEHWN
«rara». PoomBwuce B 1952 romy B kmbyue Mwuspa Ha ceBepe M3paunns, CBoto
TaHLEeBanbHylo Kapbepy OH Hadan B Tpynne «batwesa» B 1974-Mm, a B KayecTse
nocTaHoBLUMKa AebloTvpoBan B HblO-l7|OpKe B 1980 rogy. Cnycta 10 netr Ha-
apVIH CTan Xy[OOXeCTBEHHbIM PyKOBOAMWTENEM TaHLeBanbHOM Tpynnbl «baTlueBa»
N OCHOBas ee MoJloAexHoe noapasgeneHne «baTwesa — MONOAON aHCaMOMbY.
OH co3gan 6onee 30 nMoctaHOBOK AN 0benx Tpynn, a Takke MOCTaHOBKM [ns
HuaoepnaHockoro TeaTpa TaHua, Ganeta lMapukckol onepbl, bomblioro kaHag-
ckoro 6aneta MoHpeans U MHOMMX APYrux TaHUeBaNbHbIX TPYMM MO BCEMY MUPY.
MOMUMO CLeHNYecKon NpakTnkK, HaapuH paspabotan cuctemy «rara» (gaga) —
VHHOBALMOHHYIO METOAMKY WCCNeoBaHUsa ABWXEHUM U eXEeOHEBHbIX TPeHU-
POBOK TaHLLOPOB «baTlieBbl», pacnpoCTpaHMBLLYIOCA MO BCEMY MUPY: Kak cpe-
OV TaHUOPOB, TaK U Cpeau Niofen, He 3aHVMMAIOLLMXCS TaHuaMu. Tocne noytu
30 net pykoBoAcTea Tpynnow Oxaf ylen C Nnocrta XyLOXeCTBEHHOro PyKOBOAM-
Tend B 2018 rogy, o4HAKO NPOLOSKAET TPYAUTECA ee LUTAaTHbIM XOpeorpadom.
«baTweBa» no-npexHemy ocraetca Ans HaapyHa MectoMm, rae OH MpoBOAMUT UC-
CnefoBaHus, pa3paboTKy 1 NpenodaBaHue raru.

Tpynna «KoHTekct» (Context) Obina cosmaHa B 2022 romoy no uHULMAaTMBE
ectnBansa coBpemeHHon xopeorpacdum Context. Diana Vishneva. Konnektvs
00beVHUN TaHLOBLUMKOB, 0ONafatloLLMX HE TOMbKO BbICOKOW WCTMONHUTENBCKOM
TEXHUKON U TBOPYECKMMU amMOULMAMM, HO W LUMPOTOM TBOPYECKUX B3rMSL0B
M TOTOBHOCTBIO K Pa3BUTUIO M 3KCMEPVIMEHTaM. 3a YeTbipe rofa CyLecTBOBaHMA
TaHLeBanbHas KOMNaHWs NpeacTaBmna MHOXECTBO NPeMbep Ha CLeHax bonblioro
TeaTpa Poccuun, BAT umeHu I A. ToBcToHoroea, TeaTpa EpmonoBou, nekTpo-
TeaTpa CTaHWCNABCKWI; ycnena nopaboTaTh C TakKMMK xopeorpacdamu, Kak aeen
myxos, Onbra JlaboskiHa, Oner CrenaHoB, AHHa LLleknenHa, Anekcert PyknHos,
Puma MunosiH, Kvpunn Pages v Ap. XyAoXeCTBeHHbI PyKOBOAUTENb TPYMMbl —
OanepuHa [uaHa BuwHEBa.
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16.06 ‘hora’

a new language that draws on — and pushes away from — familiar quotes. They
embody the beauty of the struggle to remain distinct in the togetherness, creating
a futuristic folklore and composing a new movement code, only to undo it in
the exploration of body territories longing to be discovered.”

Ohad Naharin is a choreographer and the creator of Gaga movement language.
Born in 1952 in Kibbutz Mizra in Northern Israel, he began his dancing career
with the Batsheva Dance Company in 1974, and made his debut as a choreogra-
pher in New York in 1980. Ten years later, Naharin was appointed Artistic Director
of the Batsheva Dance Company and founded its youth company — Batsheva
Ensemble. He has created more than thirty works for both companies, as well
as productions for other companies, including the Netherlands Dance Theatre,
the ballet of the Paris Opera, Les Grands Ballets Canadiens in Montreal, and many
other dance troupes around the world. In addition to working on stage, Naharin
developed the Gaga system, an innovative technique for studying the movements
and daily training of Batsheva dancers, which has spread worldwide among both
dancers and non-dancers. After almost 30 years of leading the troupe, Ohad
resigned as Artistic Director in 2018 but continues to work with the company
as a choreographer. Batsheva also continues to be a place for Naharin where he
conducts the Gaga research, development, and teaching.

The Context dance troupe was established in 2022 on the initiative of the con-
temporary choreography festival Context. Diana Vishneva. The company brought
together dancers who possess not only high performing technique and creative
ambitions but also a breadth of creative views and a willingness to develop
and experiment. Over the four years of its existence, the dance company has
presented many premieres on the stages of the Bolshoi Theatre of Russia, St Pe-
tersburg’s Tovstonogov Bolshoi Drama Theatre, Moscow’s Yermolova Theatre and
Stanislavsky Electrotheatre; and managed to work with such choreographers as
Pavel Glukhov, Olga Labovkina, Oleg Stepanov, Anna Shchekleina, Alexey Rukinov,
Rima Pipoyan, Kirill Radev, and others. Artistic Director of the troupe is ballerina
Diana Vishneva.
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NoCBALWEHHUE
MBaHY Fronnio

nepcopMaTUBHbIA KOHLEPT

11.06 uTt
22:00

Jom My3biKu
18+

112

Pexxnccep Envzaseta Mopos

My3blKanbHbI pyKoBoauTenb EBreHnin Bopobbes
BuoeoxynooxHuk Anekcanap Kopones

Bupoeo: AnekcaHgp Kopones, Envsaseta Mopo3s
XyLoOXHWK no ceety AnekcaHap PomaHoB
XypoxHuK no koctiomam Ceprent KpeteHdyk
3ByKopexunccep AHgpen TutoB-Bpybnesckui
MoMOLLHMKK pexunccepa: AnekcaHap LUaHuH,
[aHHa bapbiwHWKoBa, JleB Muxanes

Mpoptocep PomaH CanamatoB

UcnonHutenu:

Jlaypa TMnuxenaypw, aktpmca KnMHO
1 Teatpa nMeHn JleHcoseTa

apTUCTbI OpKecTpa 1 xopa musicAeterna
Kata [JoHaykoBa, conpaHo

EBreHmsa Kalwwmpckasa, conpaHo

NprHa MuxannoBa, conpaHo

EneHa lypyeHko, MeLLOo-conpaHo
AHactacns LLlymaHoBa, MeLLLo-conpaHo
AHapen Hem3ep, KOHTpaTeHOP
Hukonam bacos, TeHop

Aptem Bonkos, TeHop

OmuTpnin Kocos, GapuToH

Hunkonam Maxapa, dopTenmaHo

Cawa Jlncrosa, oprenraHo

Cotbsi CkobeneBa, 3neKTpOHMKa
Anekcer LLIBbIOKMH, CUHTE3aTOP

MNasen VBaHOB, yOoapHble

Makcum CaHuWH, yoapHble

a tribute

to yvan

performative concert

11.06 thu

22:00

House of Music
18+
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goll

Stage director Elizaveta Moroz

Musical director Evgeny Vorobyov

Video artist Alexander Korolyov

Video: Alexander Korolyov, Elizaveta Moroz
Lighting designer Alexander Romanov
Costume designer Sergey Kretenchuk
Sound engineer Andrey Titov-Vrublevsky
Assistant directors: Alexander Shanin,
Ganna Baryshnikova, Lev Mikhalyov
Producer Roman Salamatov

Performers:

Laura Pitskhelauri, film and St Petersburg’s
Lensoviet Theatre actress

artists of the musicAeterna Orchestra and Choir
Katya Dondukova, soprano

Evgeniya Kashirskaya, soprano

Irina Mikhailova, soprano

Elena Gurchenko, mezzo-soprano
Anastasia Shumanova, mezzo-soprano
Andrey Nemzer, countertenor

Nikolai Basov, tenor

Artyom Volkov, tenor

Dmitry Kosov, baritone

Nikolai Mazhara, piano

Sasha Listova, piano

Sofya Skobeleva, electronics

Alexey Shvydkin, synthesiser

Pavel Ivanov, percussion

Maxim Sanin, percussion



11.06 nocBALEHUE UBaHY royito

Mporpamma:

Erop AHaHKO

«L|BeTOK 3TON ropbKom HOYM |
Die Blume dieser bitteren Nacht
EBreHnsa Kawwmpckas, conpaHo
Hukonam Maxapa, doptenmnaHo
Cawa Jlncrosa, doprennaHo
Codbsi CkobeneBa, 3neKTPOHMKa

NBaH lonnb
«CeppLe Ha nbay»
WcnonHaet Jlaypa MNuuxenaypw

AnekcaHpp benoycos
«MepTBas ropoxaHka» |

Die tote Burgerin

ApTtem BorikoB, TeHop

Hukonam Maxapa, dopTtennaHo

NBaH lonnb

«l — TeMHbIN NyTb» | Je suis la trace
sombre 13 uukna «Mananckme necHW»
«C poxaeHVs A rotoBa K TBOeMy
ABMNEHMNIO» MO MOTMBAM LIMKNa
«Manamnckme necHm»

WcnonHsaet Jlaypa MNuuxenaypw

Anekcen PeTnHcknn

«Mys3blka cHera» | Schneemusik
Kars JoHOykoBa, conpaHo
Hukonam Maxapa, dopTtenmnaHo

NBaH lonnb

«[MpencnoaHas» 13 No3Mmbl
«HoBbIn Opcpent. Aundrpamob»
WcnonHset Jlaypa MNuuxenaypw

114

AHppeac MycTyknc
«Manawnckue necHmn» |

Malaysian Songs

EBreHms Kawwmpckasa, conpaHo
NprHa Muxannosa, conpaHo
EneHa lypyeHko, MeLLO-COnpaHo
Cawa Jlncrosa, doprennaHo

MBaH lonnb

«ComnyHa»

«Tbl NOCaAMN Npes Moen ABepbio»
no MOTVBaM LMKNa

«Manawnckue necHm»

NcnonHaet Jlaypa MNuuxenaypw

BaHrenunHo KypeHT3uc
«Bonpeku Tebe» | Malgré toi
Kata [JoHAoykoBa, ConpaHo
Hunkonam Maxapa, dopTrenmaHo
Cawa Jlncrosa, doprennaHo

MBaH lonnb

«Mapux» («B cagax n3 LMHKa
Oyny netb Tebe..»)

«B TBOEM MoOUENye, YTo rybxe
CMEepT1» Mo MOTMBaM LMK
«Mananckue necHm»
WNcnonHaet Jlaypa MNuuxenaypw

Kupunn Apxunos

«benetot» | Blanchissent

AHApen Hemsep, KOHTpaTeHOP
AHactacus LLlymaHosa,
MeLLLo-ConpaHo

Hukonam Maxapa, dopTennaHo
Cawa Jlncrosa, doprennaHo

11.06 a tribute to yvan goll

On the programme:

Egor Ananko

Die Blume dieser bitteren Nacht
Evgeniya Kashirskaya, soprano
Nikolai Mazhara, piano

Sasha Listova, piano

Sofya Skobeleva, electronics

Yvan Goll
Coeur sur glace
Performed by Laura Pitskhelauri

Alexander Belousov
Die tote Blrgerin
Artyom Volkov, tenor
Nikolai Mazhara, piano

Yvan Goll

Je suis la trace sombre

from the cycle Chansons malaises
Depuis ma naissance je suis parée
pour ta venue based on the cycle
Chansons malaises

Performed by Laura Pitskhelauri

Alexey Retinsky
Schneemusik

Katya Dondukova, soprano
Nikolai Mazhara, piano

Yvan Goll
Unterwelt from the poem

Der neue Orpheus. Eine Dithyrambe

Performed by Laura Pitskhelauri
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Andreas Moustoukis

Malaysian Songs

Evgeniya Kashirskaya, soprano
Irina Mikhailova, soprano

Elena Gurchenko, mezzo-soprano
Sasha Listova, piano

Yvan Goll

Solluna

Tu as planté devant ma porte

based on the cycle Chansons malaises
Performed by Laura Pitskhelauri

Vangelino Currentzis
Malgré toi

Katya Dondukova, soprano
Nikolai Mazhara, piano
Sasha Listova, piano

Yvan Goll

Paris (Je te chanterai

dans les jardins de zinc...)
Dans ton baiser plus profond
que la mort based on the cycle
Chansons malaises

Performed by Laura Pitskhelauri

Cyrille Arkhipov

Blanchissent

Andrey Nemzer, countertenor
Anastasia Shumanova, mezzo-soprano
Nikolai Mazhara, piano

Sasha Listova, piano
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MBeaH lonnb

«CTUKC»

«W1 4TO Xe 3a XW3Hb No3aam»
WcnonHset Jlaypa MNuuxenaypw

BukTopus XapkeBuy

«Tsos ronosa» | Dein Kopf

Kata JoHaoykosa, conpaHo
Cawa Jlncrosa, oprenraHo
Cobsi CkobeneBa, 3neKTpoHMKa

MBaH lonnb

«boru, rmasa mMou BblpBUTE»
no MOTMBAM LMKNa
«Manawckme necHm»

Teopop KypeHT3nc
«Manaunckume necHn» 14-17 |
Chansons malaises 14—17
NprHa MuxannoBa, conpaHo
EneHa lypyeHko, mMeLLLOo-conpaHo
BOKaJIbHbI aHCaMOIb:
AHactacus LLlymaHoBa,
MeLLL0-COoMnpaHo

Hunkonan bacos, TeHop
OmuTpnin Kocos, GapuToH
Hunkonan Maxapa, dopTenmaHo
Cawa Jlncrosa, optenraHo
Anekcen LLBbIOKWH, CUHTE3aTOP
MNasen VBaHOB, yOoapHble
Makcum CaHuH, yaapHble

11.06 a tribute to yvan goll

Yvan Goll

Der Styx

Qu’était-ce donc la vie?
Performed by Laura Pitskhelauri

Victoria Kharkevich

Dein Kopf

Katya Dondukova, soprano
Sasha Listova, piano

Sofya Skobeleva, electronics

Yvan Goll

Dieux: Arrachez les yeux

de mon visage

based on the cycle Chansons malaises

Teodor Currentzis
Chansons malaises 14-17
Irina Mikhaylova, soprano
Elena Gurchenko, mezzo-soprano
vocal ensemble:

Anastasia Shumanova,
mezzo-soprano

Nikolai Basov, tenor

Dmitry Kosov, baritone
Nikolai Mazhara, piano
Sasha Listova, piano

Alexey Shvydkin, synthesiser
Pavel Ivanov, percussion
Maxim Sanin, percussion

«ABContoumMa» 13 No3Mbl
«HoBbI1 Opdhen. Ouncdupamb»
WcnonHset Jlaypa MNuuxenaypw

MBaH Tonnb — nceBaoHUM Mcaaka JlaHra (1891-1950), noata v npo3avika,
KOTOPbIA CTOAN Y MCTOKOB HEMELKOro 3KCMPeCcCMOHM3Ma 1 (paHLy3CKoro clop-
peanvsmMa U C OAMHAKOBbIM MacTepCTBOM MUCan Ha ABYX A3blkax. VBaH [onfb
BPaLLafCA B HEMELKMX, a 3aTeM (DPaHLy3CKNX MO3TUHECKN-XYLOXECTBEHHbIX KPY-
rax, Apy>Xun 1 Cnopui, Noxanym, co BCEMU BUAHBbIMU AeATENAMN €BPOMNENCKOro
aBaHrapga nepBoV MofoBMHbI XX Beka; nodTmyeckie cOOPHMKM MacTepa Mio-
cTpupoBann Mapk LLaran v Mabno Mukacco. K Hadany XXI cTtonetunst TBOpHeCTBO
[onns okasanocb B TeHW, OAHAKO OHO 3BYYWUT UCKIIOYUTEIbHO COBPEMEHHO.

CrneupanbHO K npeMbepHbIM nokasam «locsdweHusa sany fonmo» [Jom Pa-
MO COBMeCTHO C m3gatenbctsoM «JA» (DA) v npu nogaepxke doHAaa «Anbma-
mMaTep» (Alma Mater) BbinycTun cOOpHUK C 24 CTUXOTBOpPeHUsMK VBaHa Tonns
Ha HeMeLKOM U1 paHLYy3CKOM fi3blkax U NMepeBojaMu Ha PyCcCKUKM, CAeNaHHbIMM
Mnnonntom XapnamoBbIM 1 EkaTepuHon Yepesosow.

Mo cnoeam Mnnonuta XapnamoBa, No3T «CMOr CO3[aTb MaclTabHyo 1 rmy-
OOKyl0 KapTWHY CBOEW 3MOXM, MOMHYIO CKPbITbIX MPOPOYECTB N TEMHbIX NHTYWUTNB-
HbIX 03apeHunK. MNcnxonormyeckas anxumms fonnd, BegyLlas K KaTapcmcy 1 4yBCTBY
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Absolution from the poem
Der neue Orpheus. Eine Dithyrambe
Performed by Laura Pitskhelauri

Yvan Goll is the pen-name of Isaac Lang (1891-1950), a bilingual poet and
novelist who stood at the origins of German expressionism and French surrealism.
Yvan Goll moved within German and French poetic and artistic circles. He was
acquainted with, and even disputed with, many prominent figures of the Euro-
pean avant-garde of the first half of the 20" century. His poetry collections were
illustrated by Marc Chagall and Pablo Picasso. By the beginning of the 2 1<t century,
his work had ended up in the margins, but it still sounds exceptionally modern.

Specifically for the premiere of A Tribute to Yvan Goll, Dom Radio, in collabo-
ration with DA publishing house and with the support of the Alma Mater Founda-
tion, released a collection of 24 poems by Yvan Goll in German and French, along
with translations into Russian by Ippolit Kharlamov and Ekaterina Cherezova.

According to Ippolit Kharlamov, the poet “was able to create a large-scale
and profound portrayal of his era, full of hidden prophecies and dark intuitive
insights. Goll's psychological alchemy, which leads to catharsis and a sense of
unity with the universe, is relevant at any time. It is most clearly manifested in
the love poems that Goll dedicated to his wife.”
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eAVNHEHNS C MUPO3[aHMeM, akTyallbHa B NioOble BpeMmeHa. Hanbonee oT4eTnvBO
OHa nposiBieHa B MOOOBHbIX CTUXOTBOPEHUSAX, KOTOpble Tonfb NMOCBALLaN CBOen
KeHey.

MpoekT musicAeterna n Joma Paguo «MNoceaweHre ViBaHy lonno» B nocTa-
HoBke Enu3zaBeTbl Mopo3 NMpoaoXaeT NONCK HOBbIX (hopM B 06nacTi nostmye-
CKOTO M My3blKanbHOro Teatpa. AkTpurca netepbyprckoro TeaTpa MMeHW JleHcoBe-
Ta, y4eHuua pexunccepa AHatonua Bacunbesa Jlaypa lMNuuxenaypu 4ntaet Ctuxm
fonnga B nepeBOfe Ha PycCkUM A3bIK, @ apTUCTbl OpKecTpa 1 xopa musicAeterna
WCMOMHSIOT HOBbIE COYMHEHMUA Ha (DpaHLLy3CKMEe N HeMelkue TeKCTbl No3Ta; 3Tn
COYMHEHMA CneunanbHo Ans npoekTa co3pjanu Erop AHanko, Kupunn Apxwm-
noB, AHapeac Myctykuc, Anekcen PeTuHckum, BukTopms Xapkesud, AnekcaHap
benoycos, BaHrennHo KypeHT3uc u Teomop KypeHT3uc. MNepensobpetas XaHp
pOMaHca ANa ronoca M (opTenmMaHo, aBTOPbl My3blKM UCMOMb3YIOT C/IOXHble
WCMONMHUTENBCKME TEXHWKM U KOMMO3MLMOHHbBIE MPUEMbI, a TakXe pacLuvpsioT
WHCTPYyMEHTapuK, BKIlO4as B MapTUTYpbl HECKONbKO FOMOCOB W POsiNen, 3nek-
TPOHWKY W yOapHble.

Pexnccep EnuzaBera Mopo3 nosicHAET nae KoHuepTa-nepdopmMaHca: «lo-
3Tn4ecknin ronoc MBaHa fonns HeoObldeH 1 HeynoBWMM. OH MWcan Ha ABYX A3bl-
Kax, camMm NnepeBOLMST CBOW TEKCTbl Ha Apyrve A3blkK U Aefan pasHble X BepCuu.
OH CcBODOAHO >XOHIMMPOBAN NUTEPATYPHLIMU HaMpPaBNEHUAMU, a nepemMeLlasnch
MeXy CTpaHamK, HUrae He 4YyBcTBOBan cebs cBomm. CocTosiHMe ABONCTBEHHO-
CTN — TWETHOoe CTPeMIIeHne COeaMHNTb YacTW PackonoToro “s” UK Xe CnnTbCs
¢ OnM3KOW M POAHOM, HO Herno3HaBaeMoW BO3/MOONEHHON — W ecTb OCHOBHas
TemMa crnekTakisy.
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The musicAeterna and Dom Radio project A Tribute to Yvan Goll directed by
Elizaveta Moroz continues the search for new forms in the field of poetic and
musical theatre. In the production, Laura Pitskhelauri, a theatre and film actress,
member of St Petersburg’s Lensoviet Theatre troupe, and student of stage di-
rector Anatoly Vasiliev, recites Goll's poems translated into Russian. Meanwhile,
the artists of the musicAeterna Orchestra and Choir perform new compositions
based on French and German texts by the poet. These chamber music pieces
were created specifically for the project by Egor Ananko, Cyrille Arkhipov, Andreas
Moustoukis, Alexey Retinsky, Victoria Kharkevich, Alexander Belousov, Vangelino
Currentzis, and Teodor Currentzis. Reinventing the genre of romance for voice
and piano, the composers employ sophisticated performance and compositional
techniques, as well as expand their instrumentation to include several voices,
pianos, electronics, and percussion in the scores.

Stage director Elizaveta Moroz explains the idea of the performative concert:
“Yvan Goll's poetic voice is unusual and elusive. The poet wrote in two languages,
and he also translated his texts into other languages, creating different versions.
He freely juggled literary trends, and crossing national borders, he did not feel
like he belonged anywhere. The state of duality — the futile desire to connect
the parts of a split self or to merge with a close, dear but unknowable beloved
woman — is the main theme of the performance.”
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«rapMoHHUA Be4dYepa»

nepcopMaTUBHbIA KOHLEPT

12.06 nT
23:00
YactHana
dhrnapmoHuA
«Tpruymd»
16+
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Pexxnccep Envzaseta Mopos

BokanbHble neparory, MeHTopbl AKageMumm
nMeHu PybuHwwTenHa: [xxeHHUbep Jlapmop,
NpuHu LUnpakmngnc

Koy4 no Bokany AHfpen Hemsep
My3blKanbHbI PyKOBOAMTENb MPOrpammbl
EBreHuin Bopobbes

UcnonHutenu:

apTUCTbl AKafeMUn UMeHU AHTOHa PyOuMHLLITenHa
TaTbsiHa BrikmyxameToBa, conpaHo

tOnua Bakyna, MeLLo-conpaHo

KceHwna Jopoposa, conpaHo

InaHa HocbipeBa, conpaHo

NBeta CUMOHSH, CcomnpaHo

Knpwnn MNasnos, doprennaHo
Jlynza MuHuaeBa, apda
Mapraputa lankunHa, dnenta

Mporpamma:

AHpu [ionapk (1848-1933)
«[Mpurnawexne K nytewectsuto» | L'lnvitation
au voyage and ronoca v goprenmaHo

Ha ctuxu LWapns boonepa (1870)

Conucrka dnaHa Hocblpesa

Mopwuc PaBenb (1875-1937)

Bokanus-3Tiof B popMe xabaHepbl ANs rofoca
n doprenunaHo, M. 51 (1907)

Conucrka tOnua Bakyna

‘harmonie du soir’

performative concert

12.06 fri
23:00
Private
Philharmonic
‘Triumph’
16+
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Stage director Elizaveta Moroz

Vocal mentors of the Anton Rubinstein Academy:
Jennifer Larmore, Irini Tsirakidis

Vocal coach Andrey Nemzer

Musical director of the programme

Evgeny Vorobyov

Performers:

Anton Rubinstein Academy artists
Tatiana Bikmukhametova, soprano
Yulia Vakula, mezzo-soprano
Ksenia Dorodova, soprano

Diana Nosyreva, soprano

Iveta Simonyan, soprano

Kirill Pavlov, piano
Luiza Mintsaeva, harp
Margarita Galkina, flute

On the programme:

Henri Duparc (1848-1933)

L'Invitation au voyage for voice and piano set
to the verses by Charles Baudelaire (1870)
Soloist Diana Nosyreva

Maurice Ravel

Vocalise-étude en forme de habanera
for voice and piano, M. 51 (1907)
Soloist Yulia Vakula
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Knop, feboccn (1862-1918)
«[MecHa Apuang» | La Romance d'Ariel
NS ronoca 1 hopTenmaHo Ha CTUXM
Mons bypxe, L. 58 (54) (1884)
Conuctka Meeta CMOHSAH

Fa6bpuenb ®ope (1845-1924)
«[pobyxaeHne» | Apres un réve, Ne 1
13 umkna «Tpy necHW» Ans ronoca

1 (HOPTENMAHO Ha CTUXM HEWN3BECTHOMO
aBToOpa BO (paHLly3CKOM MepeBofe
PomeHa bioccuHa, op. 7 (1877)
Conucrka TatbaHa bkMyxameToBa

dpuk Catn (1866-1925)
«fumHoneamsa» Ne 1 | Gymnopédie
Ne 1 13 umkna «3 rumHonegum»
ans doprenmnaHo, ES. 10 (1888),
Bepcus ana apdbl CONo

Jlyn3za MuHuaeBa, apda

Mopwuc PaBenb

«BonuwebHas dnenta» | La FlGte
enchantée, N° 2 13 umkna
«Lllexepaszaga» ona ronoca

1 opTenmnaHo Ha cTmxu TpucraHa
Knunraopa, M. 41 (1903), Bepcus
Ans ronoca, doptenmaHo 1 hnentsl
Conucrka Onwa Bakyna

Mopwuc PaBenb

Kaguw, N2 1 13 umkna «2 eBpenckme
Menoamm» aas rofoca 1 popTenmaHo,
TPAAVLIMOHHBIN TEKCT Ha apaMencKoM
a3bike, M. A 22 (1914)

Conuncrka KceHna Jopoposa

Mopwuc Pasenb

«BeyHas 3aragka», N2 2 v3 umkna
«2 eBpenckne Menoamm» Ans ronoca
1 dopTennaHo, TPagnUNOHHbIN
TeKCT Ha nauw

Conucrka TatbAHa brukmMyxameToBa
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Knop, flebioccun

«JlyHHbIM cBeT» | Clair de lune,

N2 3 13 bepramacckon clonTbl Ans
doprenmnaHo, L. 75 (1890-1905)
Kupwunn MNaenos, doprtenaHo

Knop, flebloccn

«KuTanckmm poHgens» | Rondel
chinois anga ronoca n doprennaHo
Ha ctnxu Maputoca dunnapga,

L. 17 (1881)

Conncrka Viseta CMOHSAH

Kamunb CeH-CaHc (1835-1921)
«[UTapbl U MaHOONMHBI» | Guitares

et mandolines onsa ronoca

1 opTENMAHO Ha CTUXM
cobctBeHHOro covmHeHms (1890),
Bepcua And ronoca, apdbl U Gnentol
Conncrka TaTbsiHa BrkmyxameToBa

SpHect LWoccoH (1855-1899)
«Bpemsi crpeHu» | Le Temps

des lilas ansa ronoca v doprenmaHo
Ha ctnxmn Mopuca bywopa (1877)
Conucrka InaHa Hocbipesa

Kamunnb CeH-CaHc

«Kpy>keHne (CHOBMOEHME OT onunyma)»
| Tournoiement (Songe d'opium),

N2 6 13 ymkna «lepcuackme NecHn»
ON19 ronoca 1 opTenmaHo Ha CTUXU
ApmaHa PeHo, op. 26 (1870)
Conunctka KeeHng [Jopoposa

Knop, fle6ioccn

«[MpekpacHbIV Bevep» | Beau soir
NS rofoca 1 optennaHo

Ha ctmxu [Mons bypxe,

L. 6 (1880/1890-1891),
BEpCMA AN ronoca 1 apdsl
Conucrka KOnua Bakyna

12.06 ‘harmonie du soir’

Claude Debussy

La Romance d’Ariel for voice and
piano set to the verses by Paul
Bourget, L. 58 (54) (1884)
Soloist Iveta Simonyan

Gabriel Fauré (1845-1924)

Apres un réve, No. 1 from the cycle
3 Mélodies for voice and piano set to
the verses by an unknown author in
French translation by Romain Bussin,
Op. 7 (1877)

Soloist Tatiana Bikmukhametova

Eric Satie (1866-1925)
Gymnopédie No. 1 from the cycle
3 Gymnopédies for piano, ES. 10
(1888), solo harp version

Luiza Mintsaeva, harp

Maurice Ravel

La Flate enchantée, No. 2 from
the cycle Shéhérazade for voice
and piano set to the verses

by Tristan Klingsor, M. 41 (1903),
version for voice, piano, and flute
Soloist Julia Vakula

Maurice Ravel

Kaddisch, No. 1 from the cycle

2 Meélodies hébraiques for voice and
piano, traditional text in Aramaic,
M. A 22 (1914)

Soloist Ksenia Dorodova

Maurice Ravel

L’Enigme éternelle, No. 2

from the cycle 2 Mélodies
hébraiques for voice and piano,
traditional text in Yiddish
Soloist Tatiana Bikmukhametova
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Claude Debussy

Clair de lune, No. 3 from

the Suite bergamasque for piano,
L. 75 (1890-1905)

Kirill Pavlov, piano

Claude Debussy

Rondel chinois for voice and piano
set to the verses by Marius Dillard,
L. 17 (1881)

Soloist Iveta Simonyan

Camille Saint-Saéns (1835-1921)
Guitares et mandolines for voice and
piano set to his own verses (1890),
version for voice, harp, and flute
Soloist Tatiana Bikmukhametova

Ernest Chausson (1855-1899)

Le Temps des lilas for voice and piano
set to the verses by Maurice Bouchor
(1877)

Soloist Diana Nosyreva

Camille Saint-Saéns

Tournoiement (Songe d’opium),

No. 6 from the cycle Mélodies
persanes for voice and piano

set to the verses by Armand Renaud,
Op. 26 (1870)

Soloist Ksenia Dorodova

Claude Debussy

Beau soir for voice and piano

set to the verses by Paul Bourget,
L. 6 (1880/1890-1891),
version for voice and harp

Soloist Yulia Vakula
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Pybex XIX—XX BekoB B €BPOMencKkor My3bike — YAMBUTENIbHOE BpeMs, Koraa
B OLHOM KOHLLEPTHOM MoOJie BCTPEYaloTCA 1 CYLLEeCTBYIOT Ha PaBHbLIX CaMble pas-
Hble CTUAM 1 Cnocobbl BbICKa3blBaHWSA. B KOHLepTe apTMCTOB AKafeMUnU MMEHN
AHTOHa PyOVHLUTENHA 3TOT 3hdeKT NposBseTcs B 0bnactn dpaHuUy3ckom Knac-
CUYeCKOW MEeCHMU.

OT no3gHepomaHTudeckmx neceH Kamuns CeH-CaHca, fabpuens Mope 1 noy-
TV 3a0bITOro CerofHs KoMmnosuTopa Tparuyeckon cyapbbl AHpu [ionapka K 1M-
npeccnoHnamy Knopa debioccu, oT Heokaccumyeckor rpacumyHoctn Mopuca Pa-
BeNsa K JlyKkaBbIM vrpam Spurka CaTu: KamepHO-BOKasbHas My3blka OpaHLumK Ton
Mopbl 0COBEHHO CIOXHA A1 UCMONHEHWS, HO He [1sl BOCMPUATIAS.

DTOT TOHKWIM, 00asTenbHbINA, MNOCTPOEHHbIM Ha MOMYTOHAX W Hamekax
My3blKanbHbIM MWP BOMOLWEH B BMAE KOHLepTa-nepdopMaHca, pexmnccepom
KOTOpOro BbicTyrnaeT Ennsaseta Mopos. Aptnctku AkagemMunm viMeHun AHTOHa Py-
OMHLWTEMHA pacckasbiBalOT CKBO3HYIO aTMOCHEPHYIO UCTOPUIO O NoOBK, KpacoTe
N MUMOJIETHOCTU — UCTOPUIO, KYAa BOMLIOTCA COYMHeHUs [ebioccn n Catn ans
opTtenmaHo 1 apdbl Coso.

AkagemMusi MeHN AHTOHa PyOGuHWITENHa — NpoCBeTUTENbCKAs WHULMATMBA
musicAeterna 1 Teogopa KypeHT3nca gns nesLOB. [poekT HaluefneH Ha To, 4To-
Obl BOCMWTaTb apPTUCTOB, CMOCOOHBIX HE MPOCTO K BbICOKOMPOMECCMOHANbHOM
TBOpYeckon paboTte, HO K XyA0XEeCTBEHHOMY BbICKa3blBaHWIO B LLIMPOKOM CMeKTpe
My3bIKaJlbHbIX 1 CLeHMYecknx opM. ba3oBble MpUHLMMLI OeATENbHOCTM akage-
MWW — CTPOrne TeXHWUYecKme CTaHaapThbl, BHUMaHME K rmobanbHOMY KOHTEKCTY
KynbTypbl 1 BceobbemMntollas Mofenb NpoheccoHanbHOro CTaHOBMIEHNS, KOTO-
pasi OCHOBaHa Ha NOHUMAaHUK NPOGECCUM KaK KYSBTYPHOM U STUHECKOW NPaKTUKK.
Takow noaxof K My3blKanbHOMY BOCMNTaHWIO 0OpalLleH K COBPeMEHHOCTA 11 BMecTe
C TeM YKOpeHeH B Tpaauummn. AHTOH puropbeBny PYOUHLUITENH, Ybe NMS HOCUT
aKaZemMus, MbICAIV My3biKy Kak CUCTEMY LieHHOCTen, ChopMynMpoBan NpUHLLMMGI
0bpa3oBaHus, akTyasbHble 4O CMX Mop, U cchopmmpoBan B Poccum npefcrasrne-
HMe O My3blKaHTe Kak MPOCBELLEHHOM XYOOXHMKe, a He MPOCTO peMecneHHKKe-
BMpTyo3e. MNpu nogaepxke LleHTpa Hacneams AHTOHa PyOuMHLITENHA, OCHOBAHHO-
ro KceHnewn CBetakoBoW M bnarotBopuTtenbHbiM doHaoM «CBeT», musicAeterna
NPOLOIIKAET pa3BMBaTh MAEM KOMMO3MUTOPa U Negarora. [NporpaMMHbIA OVPEKTOP
akagemun — AnekcaHgpa [déwmHa.
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The late 19" and early 20" centuries in European music is an amazing time
when a variety of styles and ways of expression meet and exist on equal terms in
the same field. In a concert by the artists of the Anton Rubinstein Academy, this
effect manifests itself in the field of French classical song.

Ranging from the late romantic songs of Camille Saint-Saéns, Gabriel Fauré,
and the almost forgotten composer of a tragic fate Henri Duparc to the impression-
ism of Claude Debussy, from the neoclassical graphics of Maurice Ravel to the sly
games of Eric Satie, the French chamber vocal music at that time was especially
difficult to perform but not to perceive.

This subtle, charming musical world built on semitones and hints is embod-
ied in the form of a performative concert staged by Elizaveta Moroz. The artists
of the Anton Rubinstein Academy tell an atmospheric story about love, beauty,
and transience, which also includes ‘commentaries’ by Debussy and Satie for
piano and harp solo.

The Anton Rubinstein Academy is an educational initiative by musicAeterna
and Teodor Currentzis for singers. The project aims to educate artists who are
capable not only of highly professional creative work but also of artistic expression
in a wide range of musical and stage forms. The basic principles of the academy’s
activities are strict technical standards, attention to a global cultural context, and
a comprehensive model of professional development, which is based on an un-
derstanding of the profession as a cultural and ethical practice. Such an approach
to musical education is modern and at the same time rooted in tradition. Anton
Rubinstein, whose name the academy bears, thought of music as a system of val-
ues, he formulated the principles of education that are still relevant, and redefined
the ideal of the Russian musician — not as a craftsman but as an enlightened
artist. With the support of the Anton Rubinstein Heritage Centre, founded by
Ksenia Svetakova and the Svet Charitable Foundation, musicAeterna continues to
develop the ideas of the outstanding composer and educator. Programme director
of the academy is Alexandra Dyoshina.
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«dyauwa»

ClMNeKTaHK/ib

15.06 nH 16.06 BT Pexuccepbl: AHTOH AgacnHckui, Hukuta Bacunbes
17.06 cp 18.06 uT XynoxHuku: EneHa fiposas, KoHctaHTH ConoBbes,
Bper-l c60pa- 21:15 Jlloomuna bacTpukoBsa

184 e XyZOOXHMK MO cBeTy AHApen Maakmx

Hpamatypr Bnagymunp AHTNOB

TexHWYeckuin anpekTop Jlabopatopun «[epeBo»
Erop lauyk

Mpoptocep EBreHns BaBunmHa

..Habnofas 3a ynmTkom Ha CKIIOHE...

Maruyeckoe nyTellecTBMe CKBO3b HEMOCTVXMMBIN Jlec.

Hebonbluas rpynna 3putenert NokKMHET MNepMb 1 OTMPaBUTCS B HEN3BECTHOE.
TO YyTb lOXKHEe CTapon KaMeHONIOMHM, B CTOPOHY HuxHMX Bbicenok. Ha aBToOyce
yac. Ha ntvuax no npsamon — ObicTpee. W cTaHeT nybnuka CBUAETENeM 1 yyacT-
HWKOM OpeBHUX puTyanoB. [paBuna n3sectHbl. CI0Ba HammMcaHbl. [encrBus yka-
3aHbl. TONbKO BOT HEM3BECTHO, YTO CJTYYUTCS.

AHTOH AJaCMHCKMIN — pexuccep, akTep TeaTpa W KMHO, My3blKaHT, xopeorpad,
ydqactHuK rpynnel «ABWA». Beictynan B Tpynne «Jlnuenen» Badecnasa [llonyHu-
Ha, cHuManca B gunbMax Anekcangpa Cokyposa, urpan ponb [poccenbmeriepa
B Ganete MapumHckoro Teatpa «LLenkyHuumk» B noctaHoBke Muxamna LLemsknHa.
B 1988 rogy ocHoBan usmyeckunin Teatp «[lepeBo», B KOTOPOM MPUHLMMbI AMOH-
CKOro TaHLa ByTo CMeLMBAIOTCS C 3NeMeHTaMM1 COBPEMEHHOTO TaHLLA, MaHTOMMMBI,
KfnoyHadbl 1 Ap. TeaTp BbICTyNaeT ¢ nepdopMaHcaMm 1 akLMAMU Ha M3BECTHENLIMX
nnowangkax Mvpa, BbinyckaeT COOCTBEHHble My3blKalbHble anbOoMbl, hOTOKHUIM
Y PUNbMbI.

Hukurta BacunbeB — akTep n pexunccep, CTyAeHT pexmnccepckoro Kkypca AHgpes
Mory4yero B POCCUMCKOM TOCYapPCTBEHHOM WHCTUTYTE CLEHWHYECKUX WCKYCCTB.
Beictynaer B ponwn KypHocoro B cnektakne AHapes Morydero «MatepuHckoe
cepaue» (BAT mumenm I A. ToBctoHoroga). Kak pexuccep ¢ 2021 roga craButT
cnekTaknv Ha Yd4ebHow cueHe BAT, anm3onbl netepOyprckoro npoekta no JaHu-
mny Xapmcy «Mapwpyt “Crapyxu™ v gp.

Ha crnekTakiib MOXHO MonacTb TOMbKO C MOMOLLbIO TpaHcdepa. becnnatHbin TpaHchep — ot MepM-
CKOW Xy[0XecTBeHHOW ranepen. ObpaTvTe, Noxanyincra, BHAMaHVe: AeNCTBMe CNeKTaksa YacTUYHO
pa3BopayMBaeTcs B necy. Mbl pekomMeHayem B3saTb C COBOM Tenyto 1 3aKpbiTyio oaexy, 0opabotats
oAeX[y penesnfieHTaMu oT KreLler 1 KOMapoB, HafeTb yaobHyl0, HempoMokaemyio 0byBb.
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‘the thicket’

performance

15.06 mon 16.06 tue Directors: Anton Adasinsky, Nikita Vasiliev

17.06 wed 18.06 thu Designers: Elena Yarovaya, Konstantin Solovyov,
Ll . . 04. Lyudmila Bastrikova

Pick-up time: 21:15 Lighting designer Andrey Gladkikh

18+ Playwriter Vladimir Antipov

Technical director of the ‘Derevo’ Laboratory

Egor Gatsuk

Producer Evgenia Vavilina

...Watching a snail on the slope...

A magical journey through an unfathomable Forest.

A small group of spectators will leave the city of Perm and travel to the un-
known. It is just south of the old quarry, towards the Nizhniye Vyselki. It is an hour
trip by bus. As the crow flies is much faster. The audience will witness and partic-
ipate in ancient rituals. The rules are known. The words are written down. The ac-
tions are specified. Yet one doesn't know what is going to happen.

Anton Adasinsky is a stage director, theatre and film actor, musician, choreo-
grapher, member of the AVIA rock band. He performed in Vyacheslav Polunin’s
Litsedei theatre company, starred in films by Alexander Sokurov, and interpret-
ed the role of Drosselmeyer in the Mariinsky Theatre’s The Nutcracker directed
by Mikhail Shemyakin. In 1988, Anton Adasinsky founded the physical theatre
DEREVO, in which the principles of Japanese buto dance are mixed with elements
of modern dance, pantomime, clowning, and others. The theatre company stages
performances and artistic actions at the most famous venues in the world, releases
its own music albums, photo books, and films.

Nikita Vasiliev is a student of Andrey Moguchy'’s directing course at the Russian
State Institute of Performing Arts. Interprets the role of Kurnosy (the Pug-nosed)
in Andrey Moguchy’s production The Mother’s Heart (Tovstonogov Bolshoi Drama
Theatre (BDT), St Petersburg). Has been staging performances on the BDT Edu-
cational Stage, episodes of the project The Old Woman’s Route in St Petersburg
based on Daniil Kharms' creative work, and many others since 2021.

The only way to reach the venue of the performance is a shuttle bus. A free shuttle bus departures
from the Perm Art Gallery. Kindly note that part of the performance takes place in the forest. We
recommend bringing warm, protective clothing, treating your clothes with tick and mosquito
repellents, and wearing comfortable, waterproof shoes.
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«FrMNHOTeaTp
GpaHKO AyWwHYaA»

CneKTaKnb-thaHTacmaropua

17.06 cp TeatpanbHas niowaaka «Ysen», CaHkT-lMetepbypr
18:00 22:00 Pexxuccep Hukuta Bacunbes

THOS, XynoxHWK JlloboBb MNonyHoBCKas

Manbi# 3an Opamatypr tOnns KnenmaH

18+ KpeatnBHbIM npoglocep [deHnc YepeMncnHoB

Mpopatocep AHHa lNeTpoBa
Mpofatocep ractponent Anmca JlatbilleBa

B ponsx:

Bnagumup AnTunos, Erop AsepuH,
Banepus KacbaHoBa, AMnTpui Pbixkos

My3blKanbHOe COMPOBOXAEHME: TBOPYECKOe
obbenuHeHne «Mafdep HopT» | mader nort

Mwnposas npembepa: CaHkT-MeTepbypr, 2025

CnekTaknb HukuTbl BacunbeBa — aKkTepa, CTYAEHTa PEXMCCEPCKOM MaCTepCKOW
AHgped Mory4ero — 310 paHTacMaropud no mMotuBam Hosenn ToMaca MaHHa
«Mapuo 1 BonwebHuk», «Masu», «JlynsxeH». 3pUTenn OKasbIBAIOTCA Ha rpo-
TECKHOM Marm4yeckoM ceaHcCe 0rocflaBckoro rmnHotmsepa bpaHko Adywimnda —
UMHVKA 1 ocTpocnoBa. OH MaHVNyNMpyeT 3pUTeNbCKMM BHMMAaHMEM W CBOEW
ManeHbKoW TPYMmnow, KOTopas pa3blrpbiBaeT Nepemn 3puUTenaMu NCTopuIo OAHOMO
HepaBHOro Hpaka M OOHOW HecObIBLUENCA Hagexabl.

Cny4anHOCTb UM 3aKOHOMePHOCTb? KTO 34ech epTBa, a KTO arpeccop?
PeanbHOCTb OKa3bIBAETCA CIIOXKHEE MOPaSIbHbIX KOHCTPYKTOB.

Pexxmccep KOMMEHTMPYET 3aMblCefl MOCTaHOBKM, XXaHPOBO OanaHcMpyioLLen
MeXy CTeHAanoM 1 Tpunnepom: «B Hosennax Tomaca MaHHa MeHs 6onblue Bce-
ro 3auenuna TemMa BOMM Kak TakoBOW: OTCYTCTBME BOAM unu, Haoboport, ee u3-
ObITOK. B pexxmnccepckon npodeccm MHe NPUXOAUTCS MaHUMYIMPOBATb APYrvMU
NOABMM, YTOObI LOCTWYb KeNaeMoro pesynbraTa, M f pa3mbIlWsio O TOM, ecTb
NNy MeHs Takoe NpaBo. KaxeTcs, 4To KaxXAbl YenoBek Bce BpeMsi npebbiBaeT
B OBYX MMNOCTACAX: HaCUNbHMKA U XEPTBbI, U B KAKOW OH MMEHHO pONu, 3aBUCUT
OT 0OCTOATENLCTBY.

MpenynpexaeHvie Ans 3puTenei, CrpafatoLLyx NPUCTyNaMmn SMMAEncrm: B XyL0XKECTBEHHOM 0hOpM-
TIEHWUN CMEeKTaKs UCMOMb3YIOTCS ApKMe BCMbILLKIA CBETa.
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‘branko dusié’s
hypnotheatre’

phantasmagoric performance

17.06 wed The Uzel (‘The Knot') theatre platform, St Petersburg
18:00 22:00 Stage director Nikita Vasiliev

Perm Youth Production designer Lyubov Polunovskaya
Spectator Theatre, Playwright Yulia Kleiman

Small Hall Creative producer Denis Cheremisinov

18+ Producer Anna Petrova

Tour producer Alisa Latysheva

Performers:

Vladimir Antipov, Egor Averin,
Valeria Kasyanova, Dmitry Ryzhov

Musical accompaniment:
mader nort Creative Association

World premiere: St Petersburg, 2025

The production staged by Nikita Vasiliev, an actor, a student of the directors’
workshop of Andrey Moguchy, is a phantasmagoria based on Thomas Mann's
short stories Mario und der Zauberer (‘Mario and the Magician’), Der Bajazzo
(‘The Clown’), and Luischen. The audience finds themselves in a grotesque mag-
ical session by Yugoslav hypnotist Branko Dusi¢, a cynic and wit. He manipulates
the audience’s attention and his small troupe, which puts up a performance to tell
the story of an unequal marriage and an unfulfilled hope.

Is it an accident or a pattern? Who is the victim, and who is the aggressor?
Reality turns out to be more complicated than moral constructs.

The stage director comments on the idea of the production, which balances
genres between stand-up and thriller, “In Thomas Mann'’s novels, | was most in-
trigued by the theme of will as such: lack of will or, conversely, its excess. In the di-
recting profession, | have to manipulate other people to achieve the desired result,
and | wonder if | have that right to do so. It seems that every person lives in two
guises all the time — the abuser and the victim, and it depends on the circum-
stances what role exactly he plays.”

Warning: This production contains flashing lights, strobe effects, and sudden bursts of intense light.
These may affect individuals with photosensitive epilepsy or other visual light sensitivities.
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«pamMmo.

3BYK cBeTa — 2»

LuepeMoHuA

19.06 nT
20.06 c6
20:00

Jdom My3biKku
16+

Mys3blKanbHbIN PyKOBOAUTENb, ANPUXEP
Teopop KypeHT3uc

Pexxnccep-nocraHoBLyk Ennsaseta Mopos
XopmMercrep-nocTaHoBLUMK Butanunm MonoHckum
AccucTeHT aupuxepa EBreHuin Bopobbes
3ByKopexwnccep Mapat bapves
Xopeorpad-nocrtaHoBLMK AHacTtacms lNelukoBa
XyROXHWK-NocTaHoBLMK Ceprent MinnaproHos
XyLoOXHUK no cBeTy AnekcaHap PomaHoB
XyOoxXHWUK no rpumy Mapbst Kosnosa
MNepeBoa4mK n koy4 AHmMTa lNMonrkapnosa
Crenpx-meHepxep tOnua bponao

MomMoLHMK pexuccepa Kcenna AcHiok
Mpopiocep Kata Kapnbiwesa

UcnonHutenu:

apTUCTbl AKafieMnn UMeHU AHTOHa PyOuMHLLITenHa
TatbaHa BrkmMyxamertoBa, conpaHo

KceHwnsa Jopoposa, conpaHo

[naHa HocbipeBa, conpaHo

NBeta CUMOHSH, CoMpaHo

tOnua Bakyna, MeLLo-conpaHo

Anekcen KypcaHoB, TeHOp
XKak MaptnpocsH, bapuToH

AnekcaHap MHUATYNUH, XYLOXHUK

opkecTp 1 xop musicAeterna
Tpynna musicAeterna TaHeL, | musicAeterna Dance
npurnatleHHble TaHLOBLLUMKN

CnekTakfb co3aaH npwm noggepxke NcnonHutenu nporpamMmbl

Angpes Pasenesunya Kyssesa

¥®) OP-TENEKOM

XONAVHI
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‘rameau. the sound
of light. vol. 2’

ceremony
19.06 fri Musical director and conductor Teodor Currentzis
20.06 sat Stage director Elizaveta Moroz

20:00 Choirmaster Vitaly Polonsky

. Assistant conductor Evgeny Vorobyov

House of Music Sound engineer Marat Bariev

16+ Choreographer Anastasia Peshkova

Production designer Sergey lllarionov

Lighting designer Alexander Romanov

Makeup artist Marya Kozlova

Translator and language coach Anita Polikarpova
Stage manager Yulia Broydo

Assistant director Ksenia Yasnyuk

Producer Katya Karlysheva

Performers:

Anton Rubinstein Academy artists
Tatiana Bikmukhametova, soprano
Ksenia Dorodova, soprano

Diana Nosyreva, soprano

Iveta Simonyan, soprano

Yulia Vakula, mezzo-soprano

Alexey Kursanov, tenor
Jak Martirosyan, baritone

Alexander Giniatulin, visual artist

musicAeterna Orchestra and Choir
musicAeterna Dance
guest dancers

The performance is created with support Programme performers
of Andrey Ravelevich Kuziaev

¥®) OP-TENEKOM

XONAWHI
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Mporpamma:

XaH-®dununn Pamo (1683-1764)
Mpentogus

CueHa 3eMneTpsiceHns

1 xop nHkoB Dans les abimes
Onepa-banet «fanaHTHble MHanN»,
RCT 44 (1735). Il gencrene
(«IMepyaHckme MHKKY), 4-5 cleHa

Ay>T Nacrywku n Mepkypus
Suivez les lois ¢ xopom;

TamMbypuH Tepncnxopbl
Onepa-banert «lpa3gHecTtBa [e0Obl,
nnn Jlnpudeckme TanaHTbl»,

RCT 41 (1739). Ill pencrsme
(«TaHew»), 6-9 U 7-9 cLeHbl
Conucrkm: ViBeta CMOHSAH, COMPaHo;
fOnus Bakyna, mMeuuo-conpaHo

MdparmeHT yBepTIOpbI

K My3blkanbHon komeauun «Mnares,
unu PesHunBaga KOHOHa»,

RCT 53 (1745)

Apus ®onun Amour, lance tes traits
My3blkanbHaa komenus «lnartegq,

nnn PesHuBaga KOHoHa». Il gencreue,
4-9 cueHa

Conucrka tOnua Bakyna,
MeLL0-ConpaHo

PuropoHbli | n ll;

KOHTpAaHC n apuetrta Mecnuca
Chantons Bacchus c xopom
My3blkaneHaa komenus «lnartesq,
nnn PesHuBas tOHoHa». poror,
3-9 cueHa

Conunct Anekcen KypcaHoB, TeHoOp
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Xop cnapTtaHueB Que tout gémisse,
que tout s'unisse

My3bikanbHas Tparegma «Kacrtop

1 Monnyke», RCT 32 (1737).

| pencreume, 1-9 cueHa

CueHa rposbl; aeneHune Mepkypus
My3bikanbHasa komenus «lnartes,
unn PesHuBasa tOHoHa». | pencreue,
1-9 cueHa

Apuetta CuHpgopa Zéphyrs,
calmez la terre et I'onde ¢ xopom
lepounyeckmin banet «3amcy,

RCT 60 (1748). Il pencreue,

4-q cueHa

Conuct Xak MapTupocsH, 6apuToH

MepBbIn raBoT MNpauun,
YpoBonbcTBun u UckyccTB; apueTTa
Amypa Renais plus brillante;
BTOPOW MeHY3T U TaMOypuH
Mpauun, YpoBonbctBum u Uckyccts
MysbikanbHas Tparegms «Kacrop

1 Monnyke». Mponor, 2-9 cueHa
Conunct Anekcen KypcaHoB, TeHop

Bbixopg le6bl; xop HeGecHbIX
HacnaxaeHun Connoissez notre
puissance; cueHa cBuUTbI [ebbl,
Monnykca n MNpucny>xHuubl Me6bl
My3blikanbHaa Tparegma «Kacrtop

1 MNonnyke». |l gencreme, 5-9 cueHa
Conwcrbl: TatbsiHa bukmyxameToBa,
conpaHo; XXak MapTnpocsiH, baputoH

19.06 20.06 ‘rameau. the sound of light. vol. 2’

On the programme:

Jean-Philippe Rameau (1683-1764)
Prelude

Scene of the earthquake

and choir of Incas Dans les abimes
Opera-ballet Les Indes galantes,

RCT 44 (1735). Act Il (Les Incas

du Pérou), Scene 4

Duet of a Shepherdess and Mercury
Suivez les loi with the choir;
tambourin en rondeau

Opera-ballet Les Fétes d'HEDE,

ou les Talents lyriques, RCT 41 (1739).

Act Il (La Danse), Scenes 6 and 7
Soloists: Iveta Simonyan, soprano;
Yulia Vakula, mezzo-soprano

Fragment of the overture
to the musical comedy Platée
ou Junon jalouse, RCT 53 (1745)

Aria of La Folie

Amour, lance tes traits

Comédie lyrique Platée

ou Junon jalouse. Act Ill, Scene 4
Soloist Yulia Vakula, mezzo-soprano

Rigaudons | and Ii;

contredanse and arietta of Thespis
Chantons Bacchus with the choir
Comédie lyrique Platée ou Junon
jalouse. Prologue, Scene 3

Soloist Alexey Kursanov, tenor
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Choir of the Spartans Que tout
gémisse, que tout s’unisse
Tragédie en musique Castor et Pollux,
RCT 32 (1737). Act |, Scene 1

Thunderstorm scene;
entrance of Mercury
Comédie lyrique Platée
ou Junon jalouse. Act |, Scene 1

Arietta of Cindor Zéphyrs, calmez
la terre et I'onde with the choir
Ballet héroique Zais, RCT 60 (1748).
Act Il, Scene 4

Soloist Jak Martirosyan, baritone

First gavotte of Graces, Pleasures,
and Arts; arietta of Amour Renais
plus brillante; second minuet and
tambourine of Graces, Pleasures,
and Arts

Tragédie en musique Castor et Pollux.
Prologue, scene 2

Soloist Alexey Kursanov, tenor

Entrance of Hébé; chorus of
heavenly delights Connoissez notre
puissance; scene of Hébé's suite,
Pollux, and Hébé's Servant

Tragédie en musique Castor et Pollux.
Act I, Scene 5

Soloists: Tatiana Bikmukhametova,
soprano; Jak Martirosyan, baritone
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MepBbIvi U BTOPOM Nacrnbe
CYaCTNUBbIX TEHEN;

apuetTa BTopow c4actnuBon TeHu
Autant d'amours que de fleurs
Mys3blkanbHas Tparegus «Kacrtop

n MNonnyker. IV pencreue, 2-4 cueHa
Conucrka Kcermsa [JoponoBa, conpaHo

ApuetTa Kactopa

Séjour de I'éternelle paix
My3blkanbHasa Tparegns «Kactop

n Monnyker. IV gencrsure, 1-9 cueHa
Conunct Anekcen KypcaHoB, TeHOp

PeunTtatue n apmetta @ebbi Castor
revoit le jour, Mercure le raméne /
Soulevons tous les dieux
My3blkaneHasa Tparegus «Kactop

1 Monnyker». V gencreue, 1-a cueHa
Conucrka tOnuna Bakyna,
MeLLLO-CONpaHo

Apunetta ®aHu Viens, Hymen
Onepa-6anet «fanaHTHble NHOMW.
Il pencrBume («lepyaHcKne UHKNY),
2-9 cuUeHa

Conucrka Viseta CUMOHSAH, COMpPaHO

Ay>T Amypa u le6bi Traversez

les plus vastes mers ¢ xopom
Onepa-0banet «lanaHTHble NHOMUMY.
Mponor, 5-9 cueHa

Conucrkum: ViBeta CMOHSAH, CONPaHo;
InaHa HockipeBa, conpaHo
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ApueTTa lebbl Musettes,

résonnez ¢ XOopom; MIO3eT
Onepa-06anet «fanaHtHble NHaum».
Mposior, 2-9 cueHa

Conwcrka KceHumsa [Jopogosa, conpaHo

Tpuo Tenampbl, ®ebbl 1 Monnykca
Sortez, sortez d'esclavage ¢ xopowm;
CLieHa YyA0BULY, N A€MOHOB
My3blkanbHasa Tparegus «Kacrop

n MNonnyke». [l gencrene, 4-9 cueHa
Conucrbl:

TatbAHa BrkMyxametoBa, conpaHo;
tOnna Bakyna, MeLLO-CONPaHo;
AHzpen Hemsep, 6apntoH

MeHy3Tb1 | m II;

TaHubl 6e3ymues | u |l
My3blkanbHaa komenus «lnarteq,
nnu PesHmBas KOHoHa». || gencreue,
5-9 cueHa

ApueTtTa MNMnaHeTtbl Brillez,

brillez, astres nouveaux;

YaKoHa MniaHeT U co3Be3aun;

xop 3Be3g Que les Cieux,

que la Terre et I'Onde
Mys3bikanbHas Tparegms «Kactop

n Monnyker». V gencreue, 7-1 cueHa
Conwcrka InaHa Hocbipesa, conpaHo

Xop Tendre Amour

Onepa-06anet «fanaHtHble NHaMM».
Il pencreue («LieTbl. Mepcuackmia
npasgHuK»), 7-9 cLueHa

B nporpamme BO3MOXHbl M3MEHEHMS.

19.06 20.06 ‘rameau. the sound of light. vol. 2’

Passepieds of Happy Shadows

I and II; arietta of the Second
Happy Shadow Autant d’amours
que de fleurs

Tragédie en musique Castor et Pollux.

Act IV, Scene 2
Soloist Ksenia Dorodova, soprano

Arietta of Castor
Séjour de I'éternelle paix

Tragédie en musique Castor et Pollux.

Act IV, Scene 1
Soloist Alexey Kursanov, tenor

Recitative and arietta of Phébé
Castor revoit le jour, Mercure
le rameéne / Soulevons tous

les dieux

Tragédie en musique Castor et Pollux.

Act V, Scene 1
Soloist Yulia Vakula, mezzo-soprano

Arietta of Phani Viens, Hymen
Opera-ballet Les Indes galantes.
Act Il (Les Incas du Pérou), Scene 2
Soloist Iveta Simonyan, soprano

Duet of Amour and Hébé
Traversez les plus vastes mers
with the choir

Opera-ballet Les Indes galantes.
Prologue, Scene 5

Soloists: Iveta Simonyan, soprano;
Diana Nosyreva, soprano
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Arietta of Hébé Musettes, résonnez
with the choir; musette
Opera-ballet Les Indes galantes.
Prologue, Scene 2

Soloist Ksenia Dorodova, soprano

Trio of Phébé, Pollux, and Télaire
Sortez, sortez d’esclavage

with the choir; scene

with monsters and demons
Tragédie en musique Castor et Pollux.
Act Ill, Scene 4

Soloists:

Tatiana Bikmukhametova, soprano;
Yulia Vakula, mezzo-soprano;
Andrey Nemzer, baritone

Minuets | and II;

dances of madmen | and |l
Comédie lyrique Platée

ou Junon jalouse. Act Il, Scene 5

Arietta of a Planet Brillez, brillez,
astres nouveaux; chaconne

for Planets and Constellations;
choir of stars Que les Cieux,

que la Terre et I'Onde

Tragédie en musique Castor et Pollux.
Act V, Scene 7

Soloist Diana Nosyreva, soprano

Choir Tendre Amour
Opera-ballet Les Indes galantes.
Act Ill (Les Fleurs. Féte persane),
Scene 7

The programme is subject to change.
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TekcTtbl U3 onep Pamo

MoactpouHbin nepeBoa: AHuTa lNMonuKkapnoBa

Dans les abimes

CueHa 3eMNeTpsACEHUA U XOp UHKOB
Onepa-6anet «lanaHTHbie UHAUK»
Jlnébpetto: Jlyn drosenbe

B Hegpax 3eMHbIX

BeTpbl BoMHY 0ObsBMAW Apyr apyry!
Ckanel, Nbinas, B BO34yX B3/ETAIOT,
Mnama Anpga Bo3Hocs 0o Hebec!

Suivez les loix

AyaT Mactylwkn n MepKypusa ¢ xopom

Onepa-6anet «[lpasaHectBa ebbl, UNK JIMpUYeCcKUe TanaHTbI»
JlnbpetTo: AHTyaH loTbe Ae MoHAop:K

XOP

3akoHam cnegyuTe,

Nx cam AMyp Ham 3anosefan!
3akoHam cnegyuTe,

Y10 4TaT B Hawmx necax!

MACTYLLUKA
Mbl BbIOMpaeMm,
Briobnsemcs n nobum Be4Ho.

XOP
3akoHam cnegyvTe,
YTO YTAT B Hawwmx necax!

19.06 20.06 ‘rameau. the sound of light. vol. 2’
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Texts from Rameau operas

Dans les abimes

Scene of the earthquake and choir of Incas
Opera-ballet Les Indes galantes

Libretto by Louis Fuzelier

Dans les abimes de la Terre,

Les vents se declarent la guerre !

Les Rochers embrasez s'élancent dans les airs,

Et portent jusqu’aux Cieux les flames des Enfers !

Suivez les loix

Duet of a Shepherdess and Mercury with the choir
Opera-ballet Les Fétes d’Hébé, ou Les Talents lyriques
Libretto by Antoine Gautier de Montdorge

CHCEUR

Suivez les loix

Qu'Amour vient nous dicter lui méme !
Suivez les loix

Que nous chérissons dans nos bois !

UNE BERGERE
On fait un choix,
On aime, et pour toujours on aime.

CHCEUR
Suivez les loix
Que nous chérissons dans nos bois !
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NACTYLLKA

AMyp BacC Npu3bliBaerT,
Jliobute 1 OyasTe BepHbI!
AMyp BacC Npu3bIBaerT,
Kak cnagok ero 308!

MACTYLLKA

Mbl BbIOMpaeMm,

Bnobnsemcs 1 niobmuM BEYHO;
3akoHaMm cnemymTe,

YTO YTAT B Hawwmx necax!

MEPKYPUI

A BbIOpan,

94 nonobun, 1 nomodbun HaBe4Ho;
3aKoHaM cnefyem,

Y70 4TAT B Balwmx necax!

XOP

3akoHam cnegyuTe,

Nx cam AMyp Ham 3anosepan!
3akoHam cnegyure,

Y10 4TaT B Hawmx necax!

NACTYLLKA
Halwa ctpactb Heracumast
Bo3pactaet becnpecrtaHHo.

MACTYLLIKA 1 MEPKYPUW
MycTb BCSK 3A4eCh NOET
Thica4y neceH!

Mbi BbIOMpaem,

Bniobnsemca v niodbum Be4HO.
3akoHam cnegyuTe,

Y710 YTAT B Hawwmx necax!
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LA BERGERE

L'’Amour vous appelle,

Aimez, soyez fidelle !

L'’Amour vous appelle,

Qu'il est doux d'entendre sa voix !

LA BERGERE

On fait un choix.

On aime, et pour toujours on aime ;
Suivez les loix

Que nous chérissons dans nos bois !

MERCURE

J'ai fait un choix,

J'aime et c’est pour toujours que j'aime ;
Suivons les loix

Que vous chérissez dans vos bois !

CHCEUR

Suivez les loix

Qu'amour vient nous dicter lui méme !
Suivez les loix

Que nous chérissons dans nos bois !

LA BERGERE
Notre ardeur constante
Sans cesse s'augmente ;

LA BERGERE & MERCURE

Qu'ici chacun chante

Mille et mille fois !

On fait un choix,

On aime, et pour toujours on aime.
Suivez les loix

Que nous chérissons dans nos bois !
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Amour, lance tes traits

Apua ®onuu

MysbiKanbHaa Komeaus «lnatea, unn PeBHuBaa KOHOHa»
JlnbpetTo: Aapuen-HHosed Jle Banya a'Opsunb

Amyp, AMyp, BbINyCTU CBOW CTpenbI,
OnycTowm Kon4aH,

[a bynem Mbl TOOOV nobexaeHbi.
[obaBb K cBOEW CraBe

HoBble nmogBuri.

Chantons Bacchus

Apuetrta decnuca c xopom

My3sbikanbHaa Komeausa «[lnateda, unu PesHuBaa KOHoHa»
Jlnbpetto: Aapuen-Hosed Jle Banya aA’'OpBunb

OECTNC N XOP

Cnasum baxyca,

Cnasum Momyca,

Cnasum Amypa v ero ninams,
MNycTb noo4epenHO

B cen obutenu

311 6Or HANOMHAT HALWW YLLK,

DECNNC

be3 BMHa,

be3 ero onbsiHeHWA
HexxHocTb —
JInwb nevans.

3ax0TM MOCMEATLCA?

K Baxycy obpatumcs,

Momyc emy obs3aH

CBOWMM HapyoLmnMm Geaymmem.
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Amour, lance tes traits

Aria of La Folie

Comédie lyrique Platée ou Junon jalouse
Libretto by Adrien-Joseph Le Valois d’Orville

Amour, Amour, lance tes traits,
Epuise ton carquois,

Etens jusqu'a nous ta victoire.
Ajoute a ta gloire

De nouveaux exploits.

Chantons Bacchus

Arietta of Thespis with the choir

Comédie lyrique Platée ou Junon jalouse
Libretto by Adrien-Joseph Le Valois d’Orville

THESPIS & LE CHCEUR
Chantons Bacchus,

Chantons Momus,

Chantons I"’Amour et ses flames,
Que tour a tour

Dans ce séjour,

Ces Dieux remplissent nos ames.

THESPIS

Sans le vin,

Sans son ivresse,
La tendresse

N’est que chagrin.

Veut on rire ?

C'est a Bacchus qu'on a recours,
Momus lui dut toujours

Son plus charmant délire.
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Que tout gémisse, que tout s’unisse
Xop cnapTaHueB

My3sbikanbHaa Tparegusa «Kactop v MonnyKe»
JluépetTto: MNbep-Hosed BepHap

MycTb MUp CTeHaeT,

Myctb MUp 0ObeanHUTCS!

MPUrOTOBMMCA Xe, YBEKOBEYUM MaMaTb
HecyactHenwero 13 BniobneHHbIX;

MyCTb HMKOTAA He CrMHYT Halla MoOoBb W ero UMs;
MycTb MUp 0ObeaNHUTCS,

Mycte Mnp cTeHaeT!

Zéphirs, calmez la terre et I’onde
Apuetrta CuHAOpPa C XOpoMm
leponyeckun 6aner «3auc»
JlnébpetTo: Jlyu ae Hawsak

3edupbl, YCNOKOWUTE 3eMJTIO 1 BOJTHbI:
MyCTb HOYb CMEHUTCSH MPeKPaCHbIM OHEM.
MTnubl, NonTe, B M1pe De3MATEXHOM
Bocnesamte 3envamio 1 noboBsb.

Renais plus brillante

Apuetrta Amypa

MysbikanbHas Tpareausa «Kactop v Monnyke»
Jlnébpetto: MNMbep-HHosed BepHap

Bospoauce,

Cran ap4de nNpexHero,
Yapylowmmn mup,

Jnwnck Be4HO,

Tbl — BOMAOLWEHME

Moux oxungaHum;

Amypbl —

YKpaLlleHvie TBOMX OfaxkeHHbIX JHeWn.
O mup!

BeyHo LapcTByWM;

Tbl MHEe fapyellb CHaCTbs Yachl,
A napyto Tebe HacnaxaeHus.
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Que tout gémisse, que tout s’unisse
Choir of the Spartans

Tragédie en musique Castor et Pollux
Libretto by Pierre-Joseph Bernard

Que tout gémisse,

Que tout s'unisse !

Préparons, élevons d'éternels monumens

Au plus malheureux des amans ;

Que jamais notre amour ni son nom ne périsse !
Que tout s'unisse,

Que tout gémisse !

Zéphirs, calmez la terre et I’onde
Arietta of Cindor with the choir

Ballet héroique Zais

Libretto by Louis de Cahusac

Zéphirs, calmez la terre et I'onde :

Qu'a la nuit succéde un beau jour.
Oiseaux, chantez, dans une paix profonde,
Chantez Zélidie & I'amour.

Renais plus brillante

Arietta of Amour

Tragédie en musique Castor et Pollux
Libretto by Pierre-Joseph Bernard

Renais

Plus brillante,

Paix charmante,

Sois constante,

Tu fais

Mon attente ;

Les Amours

Font tes beaux jours.

O Paix !

Régne a jamais ;

Tu me rends d'heureux loisirs,
Et je te rends les plaisirs.
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Connoissez notre puissance

CueHa cBuTbI e6bl, Monnykca u MpucnyxHuUupbl Mebbl
My3sbikanbHaa Tparegusa «Kactop v MonnyKe»
JluépetTto: MNbep-Hosed BepHap

XOP cBuThbI [ebbl

McnbiTa Hally cuny,

tOHbI BeccMepTHbIN, Kyda Oexuilb?
Hebeca obeluatoT Tebe

BeyHoe 0naXeHCTBO C HaMu.

MOJIJTYKC

Becb Grneck OnvmMna HampacHoO BOCCUSN;
Hebeca 1 cyacTbe HamBbICLLee —

Tam, roe Mbl obuMm,

TaMm, roe Mbl JIOBUMbI.

MAJTEHBKUI XOP cnytHu Tebbi
MycTb leba 13 HeyBsOAOLWMX LBETOB
OKOBbI BeyHble crineteT Tebe.

MNONNYKC
HecyactHas ntoGoBb CBsA3ana MeHs CBOVM 3aKOHOM;
HacnaxaeHus, 4ero Bbl OT MeHs XOoTuTe?

MPNCIYXHULA TEBbI

YT100bI HaWK Mrpsbl

CnonHUIv TBOW XenaHbs.

Cnenyn 3a lebow, nabbl TBOS OHOCTL
beckoHe4yHO

Bospoxxpanacb

M nprHocMna Be4Hoe cHacTbe.

M Toraa maxe camblin sApkuA Oneck Benm4ms
Tebsa He cobnasHUT.

Mpuan, NnocMoTpu, nonpodymn
OT1 HebecHble yO0BONbCTBUS:

Mbi ntobuMm, 1 gaxe tOnuTep
CYyacTnuB, NWLWb KOT4a OH JobuT:
Jlobw, nogpasancs, cienym
[apam, 4To nNpeaHasHayeHbl Tebe.
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Connoissez notre puissance

Scene of Hébé’s suite, Pollux, and Hébé’s Servant
Tragédie en musique Castor et Pollux

Libretto by Pierre-Joseph Bernard

CHCEUR de la suite d'Hébé
Connoissez notre puissance,
Jeune immortel, ou courez-vous ?
Le ciel vous promet avec nous
Une éternelle jouissance.

POLLUX

Tout I'éclat de I'Olimpe est en vain ranimé ;
Le ciel, et le bonheur supréme

Sont aux lieux ou I'on aime,

Sont aux lieux ou I'on est aimé.

PETIT CHCEUR de la suite d'Hébé
Qu'Hébé, de fleurs toujours nouvelles,
Forme vos chaines immortelles.

POLLUX
Un malheureux amour m‘engage sous sa loy ;
Plaisirs, que voulez-vous de moy ?

UNE SUIVANTE D'HEBE

Que nos Jeux

Comblent vos voeux :

Suivez Hébé ; que votre jeunesse ;
Sans-cesse,

Renaisse,

Pour étre a jamais heureux.

La grandeur la plus brillante

N'est pas I'attrait qui vous tente :

Venez, voyez, goutez

Ces célestes voluptés :

Nous aimons, Jupiter-méme
N'est heureux que quand il aime.
Aimez, cédez, suivez

Les biens qui vous sont réservés.
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MOJITYKC
HacnaxgeHuns, 4ero Bbl OT MeHs XoTuTe?

MAJTEHBKNI XOP cryTtHu, Tebbi
Myctb [eba 13 HeyBAOAOWIMX LBETOB
OKoBbI BeYyHble crineTet Tebe.

Autant d’amours que de fleurs
ApuetTta BTopoM cyactauBon TeHU
MysbikanbHas Tpareausa «Kactop v Monnyke»
Jlnébpetto: MNMbep-HHosed BepHap

CTonbKo e NniobBK, CKOMbKO LIBETOB;
CTONbKO e BMOOMEHHbIX, CKOMbKO KpacaBuL,
KpacaBuLibl Bceraa BepHbl;

BriobneHHble Bcerga ¢ nobenomn,

A UBeTbl BCEraa CBexXu.

Séjour de I'éternelle paix

ApuetTta Kactopa

My3sbikanbHaa Tpareaua «Kactop u MonnyKe»
Jln6petTo: MNbep-HHosed BepHap

ObuTenb BEYHOro Mokos,
OT4Yero He yTelluLib MOIO [yLy YTOMIEHHYIO?
Xpam nonyboros, rae s nocefieH HaBeuHo,
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POLLUX
Plaisirs, que voulez-vous de moy ?

PETIT CHCEUR de la suite d'Hébé
Qu'Hébé de fleurs toujours nouvelles
Forme vos chaines immortelles.

Autant d’amours que de fleurs
Arietta of the Second Happy Shadow
Tragédie en musique Castor et Pollux
Libretto by Pierre-Joseph Bernard

Autant d’amours que de fleurs,
Autant d’amants que de belles ;
Des Belles toujours fidelles ;

Des Amants toujours vainqueurs,
Et des fleurs toujours nouvelles.

Séjour de I’éternelle paix
Arietta of Castor

Tragédie en musique Castor et Pollux
Libretto by Pierre-Joseph Bernard

Séjour de I'éternelle paix,
Ne calmerez-vous point mon ame impatiente ?
Temple des demi-dieux que j'habite a jamais,

Combattez dans mon coeur ma flamme renaissante ;
L'’Amour jusqu'en ces lieux me poursuit de ses traits :
Castor n'y voit que son amante,
Et vous perdez tous vos attraits.

Bopucb € NnameHem, B MOeM CepALe BO3POXAAIOLMMCS;
AMYp Aaxe 30eCb Npecneayer MeHs CBOMMU CTpenamu:
Kactop 1 TyT BUOUT NKLLb BO3M0OGNEHHYIO,

/1 Yapbl TBOW paccenBaloTcs.

ObuTeNb BEYHOTO MOKOS,
OT4ero He yTelwuilb MO [yLly YTOMIIEHHYIO?

Séjour de I'éternelle paix,
Ne calmerez-vous point mon ame impatiente ?

146 147
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Kak 3TOT LLenoT HeXeH, Kak 3TOT CyMpaK CBEX;
AKKOPOOB TpOraTenbHbIX CNafocTpacTme MeHs YapyerT:
Bce cmeeTcq, BCe npedynpexnaer Mou XXenaHus,

A 4 nub cokpyLlatocs!

ObuTeNb BEYHOTO MOKOS,
OT14ero He yTelnLLb MOIO AyLLY YTOMIIEHHYIO?

Castor revoit le jour, Mercure le rameéne /

Soulevons tous les dieux

PeuutatuB 1 apuetta Pebbli

MysbikanbHas Tpareausa «Kactop v Monnyke»
Jlnébpetto: MNMbep-HHosed BepHap

KacTop y3puT cBeT AHs, MepKypuii BO3BPALLAET €ro K XU3HW!
l cnuLwKOM MHOro BuAena 3ab0TnnBbIX BNIOONEHHbIX;

IX pafocT TONbKO YMHOXAIOT MOIo 60nb:

OHW cHacTMBbI, 3TOrO AOBOJMBHO,

YT00bI 3aCNY>XMNTb MOIO HEHABUCTb.

MycTb BCe Oorv BoCCTaHyT 3a 6Gora, KOTOPOro s Tepsiio.
Kak mMoxeT OnuTep BMAETb CBOErO CblHa B 3aTOHEHUM
/I He MCTWTb 3a CBOW Mo3op?

fl pacnanio ero rHeB, OH Pa300beT OKOBbI,
Nnu g cama otnpasniocb B Ang,
/N ckpoto TaM HakoHeL, 1 NioboBb, U APOCTb.
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Que ce murmure est doux, que cet ombrage est frais ;
De ces accords touchants la volupté m’enchante :
Tout rit, tout prévient mon attente,

Et je forme encor des regrets !

Séjour de I'éternelle paix,
Ne calmerez-vous point mon ame impatiente ?

Castor revoit le jour, Mercure le rameéne /
Soulevons tous les dieux

Recitative and arietta of Phébé

Tragédie en musique Castor et Pollux

Libretto by Pierre-Joseph Bernard

Castor revoit le jour, Mercure le raméne !

J'ai trop vu ces amans et leurs soins empressés ;
Par leur plaisir, j'ai trop senti ma peine :

lIs sont heureux, c'est assez

Pour mériter ma haine :

Soulevons tous les dieux pour un dieu que je perds.
Jupiter peut-il voir son fils dans I'esclavage
Sans venger cet outrage ?

J'armerai sa colére, il brisera ses fers,
Ou moi-méme aux Enfers,
J'irai cacher enfin mon amour et ma rage.
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Viens, Hymen

Apuetta Panu

Onepa-6anet «lanaHTHbie UHAUK»
JlnébpetTo: Jlyn drosenbe

MNpuau, lMMeHen, coeanHn MeHs C BO3MoOneHHbIM repoem
CBOMMIK OKOBaMMU.

B cen cnagkui Mur, korga Moe nnams Tebs ymonser,
AMypa CaMoro Tbl MHe Musee.

Traversez les plus vastes mers
Ayat Amypa u [ebbl ¢ Xopom
Onepa-6anet «lanaHTHbie UHAUK»
JlnépetTo: Jlyn drosenbe

beckpanHue Mops nepecekuTe,

JletuTe, amypsbl, netute, netute,

HecuTe Baluuv CTpesibl, HECUTE BallW Lenmu
K cambiM OanbH1UM Geperam.

Hanpetcs nb cepaue B LENOM CBeTe,
CBOMM DnaxeHCTBOM He 0bA3aHHOe BaM?

Musettes, résonnez

ApuetTa ebbl ¢ xopom
Onepa-6anet «lanaHTHble UHAUK»
Jln6petTo: Jlyn drozenbe

BonbiHKKM, nrpante B CMelOLLENCS poLLe,
HactpouTech B TeHM

Mo Xyp4aHbe py4bes,

MoAblrpbiBanMTe CNafkyM ronocam
HeXXHbIX NTuL,
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Viens, Hymen

Arietta of Phani

Opera-ballet Les Indes galantes
Libretto by Louis Fuzelier

Viens, Hymen, viens m’unir au vainqueur que J'adore ;
Forme tes noeuds, enchaine moi

Dans ces tendres instans ou ma flame t'implore,
L'’Amour méme n'est pas plus aimable que toi.

Traversez les plus vastes mers
Duet of Amour and Hébé with the choir
Opera-ballet Les Indes galantes
Libretto by Louis Fuzelier

Traversez les plus vastes mers,
Volez, volez, Amours, volez, volez,
Portez vos armes et vos fers

sur le plus éloigné rivage.

Est-il un coeur dans l'univers
Qui ne vous doive son hommage.

Musettes, résonnez

Aria of Hébé with the choir
Opera-ballet Les Indes galantes
Libretto by Louis Fuzelier

Musettes, résonnez dans ce riant bocage,
Accordez-vous sous I'ombrage

Au murmure des ruisseaux,
Accompagnez le doux ramage

Des tendres oiseaux.
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Sortez, sortez d’esclavage

Tpuo Pebbl, Monnykca u Tenaupbl ¢ XOpoMm;
CLEHa 4yJ0BMLL U AEMOHOB

My3sbikanbHaa Tpareaua «Kactop u MonnyKe»
Jlnébpetto: MNMbep-HHosed BepHap

DEBA

OcBoboanTech, ocBoboAMTECH 13 PabCTBa,
CpaxalTech, CpaXanTech, 1eMOHbl HEMCTOBbIE.
MperpaguTe emMy 3TOT Y>KaCHbIA MyTb.

M ycTpalimTech CbiHa CUbHENLLIEro 13 BOros.

MONNYKC

MaguTe, naguTe, BO3BpaLlanTecs B pabcTBo,
OcTaHoBUTECH, [EMOHBI HENCTOBbIE.
OcBoboamTe MHe 3TOT Y>XKaCHbIV MyTb.

/ yBaxanTe CblHa CUNbHenLWwero 13 6oros.

TEJTAWPA

MagwTe, nagmTe, BO3BpaLLlanTech B pabcTBo,
OcTaHOBUTECH, AEMOHbI HEUCTOBbIE.
OcBobofNTE €My 3TOT YXKaCHbIV MyTb.

V1 yBaxalTe CbiHa CUIbHENLWEro 13 Goros.

XOP

OcBoboanmcs, ocBoboammcs 13 pabcTsa,
Mperpaf M emy 3TOT Y>XKaCHbIA MyTb.

M ycTpalMMcs CbiHa CUNbHENLLIEro 13 Ooros.

XOP OEMOHOB
Pa3obbem Bce HaluW Lenu,
MoTtpsicem 3emnio,
BocrnnameHum Bo3ayx;
ycTb OrHo rpomMa

Mnama Anpa

OOBSABUT BOWHY.

Cam tOnutep

O06s3aH NOAYMHNTLCS
Bnact BepxoBHOWM
ObbeanHuBLIErocs Anaa;
STOT Oep3knin dor
Hey>XTO X04eT pafu CbiHa
CBeprHyTtb cBoero bpata?
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Sortez, sortez d’esclavage

Trio of Phébé, Pollux, and Télaire with the choir;

scene with monsters and demons
Tragédie en musique Castor et Pollux
Libretto by Pierre-Joseph Bernard

PHEBE

Sortez, sortez d'esclavage,

Combattez, Combattez, Démons furieux.
Fermez-lui cet affreux passage.

Et redoutez le fils du plus puissant des dieux.

POLLUX

Tombez, tombez, rentrez dans I'esclavage,
Arrétez, Démons furieux.

Livrez-moi cet affreux passage.

Et respectez le fils du plus puissant des dieux.

TELAIRE

Tombez, tombez, rentrez dans I'esclavage,
Arrétez, Démons furieux.

Livrez-lui cet affreux passage.

Et respectez le fils du plus puissant des dieux.

CHCEUR

Sortons, sortons, sortons d'escalvage,
Fermons-lui cet affreux passage.

Et redoutons le fils du plus puissant des dieux.

CHCEUR DES DEMONS
Brisons tous nos fers,
Ebranlons la terre,
Embrasons les airs ;
Qu'au feu du tonnerre
Le feu des Enfers
Déclare la guerre.
Jupiter lui-méme

Doit étre soumis

Au pouvoir supréme,
Des Enfers unis ;

Ce Dieu téméraire
Veut-il pour son fils
Détroner son frere ?
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Brillez, brillez, Astres nouveaux
ApueTtTa lNnaHeTbl

My3sbikanbHaa Tparegusa «Kactop v MonnyKe»
JluépetTto: MNbep-Hosed BepHap

CuanTe, cnamTe, HOBble 3Be3bl,
YKpallanTte Hebeca, NpaBbTe BOIHAMM,
Benute cMepTHbIX MO MOPSIM.

Top>kecTByWTE Haf HOYbIO,
CnepyvTe 3a AHEBHOM 3BE30M
/I ocnapwvisanTte opyry apyra
YecTb ObITb MONE3HBIMU MUPY.

Que les Cieux, que la Terre et I’Onde
Xop 3Be3,

MysbiKanbHaa Tpareausa «Kactop u Monnyke»
Jln6peTtTo: MNMbep-tHHosed BepHap

Myctb HebO, NyCTb 3emMns 1 BOAbI
CunAI0T ThICAYbIO OTrHewn,

BoT noseneHne Bnadbiki MUpa,
BoT npa3aHecTBO BCEneHHOW.

Tendre Amour

Xop

Onepa-6anet «lanaHTHble UHaAUKN»
Jln6petTo: Jlyn drosenbe

HexxHas noboBb, OKOBaMW CBOVMU
Hac HaBcerga coegutHu!
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Brillez, brillez, Astres nouveaux
Arietta of a Planet

Tragédie en musique Castor et Pollux
Libretto by Pierre-Joseph Bernard

Brillez, brillez, Astres nouveaux,
Parez les cieux, régnez sur I'onde,
Guidez les mortels sur les flots.

Triomphez de la nuit,

suivez I'astre du jour,

Et disputez-vous tour a tour,

La gloire d'étre utile au monde.

Que les Cieux, que la Terre et I’Onde
Choir of the stars

Tragédie en musique Castor et Pollux
Libretto by Pierre-Joseph Bernard

Que les Cieux, que la Terre et 'Onde
Brillent de mille feux divers,

C'est I'ordre du maitre du monde,
C'est la féte de I'univers.

Tendre Amour

Choir

Opera-ballet Les Indes galantes
Libretto by Louis Fuzelier

Tendre Amour, que pour nous ta chaine
Dure a jamais !
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MaH-dununn Pamo

M 3BYKOBbIe MWPbI (hpaHLy3CKOro 6apo4yHoOro opKkecrtpa
AHactacua XnmonuHa

B Havyane 1970-x oguH M3 NMUOHEPOB UCTOPUYECKM MHDOPMUPOBAHHOIO UCMOI-
HUTENbCTBA, aBCTPUNCKUI Anpuxkep Hrkonayc ApHOHKYP, OOHapy>Xmi B BEHCKMX
apxvBax naptuTypy onepbl XKaH-Oununna Pamo «Kactop u Monnykc», HanmcaH-
Hov B 1737 romy v BNOCNEACTBUN 3a0bITOM MOYTM Ha ABa ctonetuns. CokpbiToe
B MblIbHbIX OUOMAMOTEYHbIX (ONMAHTaX COYMHEHWE OLIENOMUIO My3blKaHTa.
lMpocnaBneHHOMY MasCTpo Ka3anoCb HEBO3MOXHbIM, 4YTO CTOflb HOBATOPCKAf
My3blka, YbW PEBOSIOLMOHHO CMeNble rAapPMOHUS 1 MHCTPYMEHTOBKA onepeannm
He TONbKO OTKPbITUA NO34Hero [Mioka 1N BEHCKMX KNacCUKOB, HO W MCKaHMUA MYy3bl-
KanbHbIX MMMNPEeCCMOHNCTOB XX Beka, Oblifla co3aHa elle B anoxy lfeHagens n baxa.
Hackonbko aBaHrapAHbIM, AOSIXKHO ObITb, MPeACTaBANCA ee A3blK COBPEMEHHMN-
Kam komnosutopal

[encrButenbHo, Korga Pamo MCMonHWA Ha cueHe apuKckon onepbl CBOU
nepBble TeaTpasibHble OMNyCbl, ero My3blka Npom3Bena B OykBanbHOM CMbIC/e C/I0Ba
omyLanLLmy 3hdexT. M13-3a HebbIBanow NnoTHOCTU My3bIKallbHbIX COObITUM Map-
TUTYPbl KOMMO3MTOPa MOKa3anucb pauHUPOBAHHOW OMepHOU Nybnnke Yepecyyp
CNOXKHBIMU U LUYMHbBIMU. «3aCTaBUTb NETb OTAEbHO, C OAHOW CTOPOHbI, CKPUMKY,
c opyron — dneunTbl, C TpeTber — aroTbl, KaXayo rpynny o CBOVMM OTAENbHbIM
PUICYHKOM, MOYTM ©e3 BCAKOW B3aMMOCBSA3M, 1 HAa3BaTb 3TOT XaoC MY3blKOW — 3Ha-
YUT OJIMHAKOBO OCKOPOWTL CNyX M 3[PaBbli CMbICT ClyllaTtenen», — BO3MyLLan-
cs XKaH-Xak Pycco, onunceiBas nectpyto 3ByKOBYIO eepuio, LLapuBLLYIO B onepax
Pamo. Bnpoyem, gaxe Oyaydm «ockopOneHHbIMN» B CBOUX ICTETUHECKMX HyBCTBAX,
CIyLIaTeNn He MOV He NPU3HaTb reHVaNbHOCTb BNafeHNa OpKeCTpPOBbIM KONOpW-
TOM, pefkoe yMeHue XMBOMMCaTb 3BYKaMK N BCENEHCKMIA XaoC, M KOCMUYeCKYIo
rapMOHWIO. MaBHbIM Xe OpyaMeM Aep3KMX My3bIKaflbHbIX 3KCNEpUMeHTOB Pamo
CTan opkecTp MapmxKcKor onepbl € ero 6oraTbiM MHCTPYMEHTapUEM 1 CAMODBITHON
WCMONMHNTENBbCKOW Tpaanumen.

NcToprs dpaHLLYy3CKOro OnepHOro opkecTpa HepaspblBHO CBA3aHa C MMeHeM
npubnvxxeHHoro komno3utopa Jliogosrka XIV. — KaH-batucra Jlionnn (1632—
1687), Kak MVHUMYM Ha CTONeTe OnpeaenvBLIEro Myt Pa3BUTLS OMEepHOro NCKyC-
crBa BO ®paHumun. byayyn maBHbIM MHCNEKTOPOM KOPONEeBCKOW My3blku, B 1670-x
rogax Jlionnu obbeanHUN Nof CBOVMM Ha4anioM pa3po3HeHHble MPUABOPHbIE aH-
cambnu (cyulectBoBaBWME elle co BpemeH Jliomosuka XlII), co3gas 6Gonblion
OpKecTp ANs UCMonHeHus onep 1 6anetoB B cTeHax KoponeBckom akagemmnm My3biku.

@DaKTypHOM OCHOBOW opKecTpa Jlionnum Obin 0CobbIN, NATUIONOCHbIV CTPYHHBIN
KOHCOPT. HacneoHWkn 3HamMeHUTbIX [lBafuaty YeTbipex CKpumoK KOpOss C KOH-
ua XVI Beka ykpallanu cBoewn urpor Ganetbl 1 Opyrue MbillHble NpasaHecTsa
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Jean-Philippe Rameau

and the Sound Worlds of the French Baroque Orchestra
Anastasia Khlyupina

In the early 1970s, the Austrian conductor Nicolaus d'Harnoncourt, one of
the pioneers of historically informed performance, discovered in Vienna archives
the score of Jean-Philippe Rameau’s opera Castor et Pollux, written in 1737 and
subsequently forgotten for almost two centuries. Hidden in dusty library folios,
the composition stunned the musician. It seemed impossible to the renowned
maestro that such innovative music, whose revolutionary bold harmony and in-
strumentation outstripped not only the discoveries of the late Gluck and the Vi-
ennese classics but also the search of musical impressionists of the 20" century,
was created back in the era of Handel and Bach. How avant-garde its language
must have seemed to the composer’'s contemporaries!

Indeed, when Rameau performed his first theatrical opuses on the stage of
the Paris Opera, his music produced a literally deafening effect. Due to the un-
precedented density of musical events, the composer’s scores seemed too com-
plicated and noisy to the refined opera audience. “To force violins to sing sepa-
rately, on one side, flutes on the other, bassoons on the third, each group with
its own separate pattern, almost without any interconnection, and to call this
chaos music means to insult the listeners’ hearing and common sense equally,”
Jean-Jacques Rousseau wrote indignantly, describing a motley sound extravagan-
za that prevailed in Rameau’s operas. However, even being ‘offended’ in their
aesthetic feelings, the listeners could not help but recognise the genius of mastery
of orchestral colour, the rare ability to paint with sounds both universal chaos
and cosmic harmony. The main tool for Rameau’s audacious musical experiments
was the orchestra of the Paris Opera with its rich instrumentation and distinctive
performing tradition.

The history of the French opera orchestra is inextricably linked with the name
of the court composer of Louis XIV, Jean-Baptiste Lully (1632-1687), who de-
fined the development of opera art in France for at least a century. As the chief
inspector of the royal music (surintendant de la musique du Roi), in the 1670s,
Lully united under his command the disparate court ensembles which had existed
since the time of Louis XllI, creating a large orchestra for performing operas and
ballets at the Royal Academy of Music.

The texture basis of the Lully’s orchestra was a special, five-voice string con-
sort. The heirs of the famous Les Vingt-quatre Violons du Roi have been playing
ballets and other lavish celebrations in the residences of the French monarchs since
the late 16™ century. Instead of the usual two violins, viola, and cello, the ensemble
consisted of five French violins of different sizes. The highest part was played by
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B pe3neHLMax GpaHLy3CckMX MOHapPX0B. BMeCTo mpuBbIYHbIX HaM ABYX CKPUMOK,
anbTa U BUOSIOHYeN aHcambib COCTOSN M3 NATU hpaHLLy3CKMX CKPUMOK Pas3HOro
pa3mepa. BepxHio NapTuio MCNonHaANa HebonbLlwas 4ecco (Mnv AUCKaHT), HEMHO-
MM yCTyMnaBLUas no pa3Mepam COBPEMEHHOM CKpuke. Tpu cpefHuX rofoca bbinu
nopyYeHbl OT-KOHTPY (ansTOBOM CKPUMKeE), YyTb Donee KpyrnHOMy Tato (TEeHOPOBOW
CKPUMKE) U FPOMO3LKOW KBUHTE (DapUTOHOBOW CKPUMKe): MWL C OOMbLWON Ha-
TAXKKOM 3By4aHWE 3TUX MHCTPYMEHTOB MOXHO CPaBHUTb C TeMOPOM WX COPOAM-
4ya — anbra. OyHOAMEHTOM BbICTyNann 6acoBblie CKpUnky — NpeawecTBeHHULbI
BMOMOHYeNM, obnagaslive, ofHako, kKyda 0onbwmMK rabaputaMm n rmybokmMm,
DapxaTUCTbiM 3BYKOM. [QMKOBWHHOE 3By4aHMe 3TOro CTPYHHOro MATUronocus —
C HACbILLEHHBIM TYIKUM «HMU30M», MPO3PaYvHbIM «BEPXOM» KN «BOPCUCTOM», MOT-
HOW «CepeamnHON» — CHUTANOCh BU3UTHOW KapTOYKoM (paHLLy3CcKoro Gapo4Horo
OPKECTPa 1 COXPAHANOCh Ha MPOTAXEHUM NOYTK MOMyBekKa.

B TO BpeMms Kak CKpWUMKW MpuaaBany OpPKeCTPOBOMY 3By4aHWIO Heobxoam-
MYylO MOMMEe3HOCTb, [OyXOBble WHCTPYMEHTbI, HanpoTMB, OTBEYaNu 3a KONOPUT.
Ocobble GapoyHble robou (ycoBepLUEHCTBOBaHHbIE (PaHLLy3CKMMM MacTepamm
B 1660-x rofax) v ¢arorsl (MeHee 3By4Hble, YEM UX HEMELKME aHanoru, oaHako
obnafaBLUMe xapaKTepHbIM TEPMNKMM TEMOPOM) CO3[aBan BMecTe CO CTPYHHbIMMN
N3bICKaHHeNLWMe coveTaHns. batanbHble 3NmM304bl (M ToNbKO OHKM!) BCerga conpo-
BOX/AANVCh HaTypasibHbIMUN Tpybamu, 3ByHaHNe KOTOPbIX YCUAMBANOCh TPOMKMMM
yoapamu mrasp, oOTAHYThIX rpyOoM KoXen. TaHLbl MaTPOCOB MAW MUPATOB UC-
MOMHANNCL NOA aKKOMMNAaHEMEHT MOPCKOM Tpybbl — Ha CaMOM [efle CTapUHHOro
CMbIYKOBOTO MOHOXOPAa BbITSHYTOM (hopMbl, ObnagaBLUero, ofHako, packaTu-
CTbIM «TPYOHbIM» TeMOPOM, a MNOTOMY BCeraa NPUYUCISEMOrO K rpymnne AyXOBbiX.
B nactopanbHbix Xe CleHax Crnafko nenv HebonblM aHcaMbrneM NpoaosbHble
nevitel-geccio (Hemelke nonepeyHble GnenTtsl cymTanncb Bo OpaHummn peako-
CTblO) U 0CODble hpaHLy3CKMe BOMbIHKM — MI03€ThI, OTNUYABLIMECS YOAUBUTENb-
HO HEXHbIM 3ByYaHMeM W M3saLWHOW dopMon. TeMOpoBas Npenectb YNoMsaHyTbIX
WNHCTPYMEHTOB OyAieT B MOMHOM Mepe «pacnpoboBaHa» KOMMO3UTOPaMU TOSbKO
BO BTOpow nonosuHe XVIII ctoneTtus. o 3Toro MoMeHTa Takme pnemnTbl 1 BOMbIHKM
NNLWb OTTEHSIOT CTPYHHbIE, AYONMPYS MX NAPTUKX, HO MOYTU HUKOrAa He BbICTyNaloT
Kak camocTosTeNbHas rpynna.

K 1680-m rogam opkectp Jltlonnn yxe Hac4uTbiBan 6onee 80 y4acTHMKOB.
BrnpoyeMm, OLLyTWTb BCIO MOLLb 3TOFO COCTaBa CAyLUIATENN MOV TONbKO B YBEPTIO-
pax Y MacCoBbIX CLieHax C y4acTreM CONMUCTOB, TaHLLOBLUMKOB W XOpa — 3MW30A4axX,
ONNLETBOPSABLUMX ONeck 1 Bennymne ABOpa «KOPONsA-ConHLA». B CoMbHbIX e 1 aH-
cambneBbIxX CLEHaX MeHVe akTepPOB COMPOBOXAAN «Maflbli XOP» U3 CONMUPYIOLLIAX
WNHCTPYMEHTOB W FPYMMbl KOHTHMHYO — JIOTHERN, Teopd, BacoBbIX CKPUMOK, a TakxKe
KNaBeChHa, CTaBLUEro y4acTHMKOM OPKEeCTpa NULLb K KOHLY cTonetns. W3 vyepeno-
BaHWs OOLLIMX U KPYMHbIX «MAHOB» CKNafblBanachk 3ByKOBAsi apXMTEKTOHMKA Tea-
TpasbHbIX LLEAEBPOB KOMMO3UTOPA, HANOMUHAs ULeaNbHYl0 reOMeTpUio Bepcalb-
CKOro napka, To pa3BopadmBaloLLErocs nepep, 3puTenem rpaHaAMo3HoM NaHOPamon,
TO Cy>KaloLWerocst 0 >XKNBOMUCHOO «Yrofika.
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a small dessus de violon (soprano violin), slightly smaller than a modern violin.
The three middle voices were assigned to the hautes-contre de violon (alto violin),
the slightly larger tailles de violon (tenor violin), and the bulky quintes de violon
(baritone violin) — it is only by a stretch that the sound of these instruments can
be compared with the timbre of their counterpart, the viola. The foundation was
made up of basses de violon (bass violins), the predecessors of the cello, which,
however, had much larger dimensions and a deep velvety sound. The outlandish
sound of this stringed five-voice ensemble — with a rich booming ‘bottom’,
transparent ‘top’, and ‘fluffy’, dense ‘middle’ — was considered the hallmark of
the French Baroque orchestra and has persisted for almost half a century.

While violins gave the orchestral sound the necessary pompousness, wind
instruments, on the contrary, were responsible for the colour. Special Baroque
oboes (perfected by French masters in the 1660s) and bassoons — less sonorous
than their German counterparts but with a characteristic tart timbre — created
the most exquisite combinations with strings. Battle episodes (and only them!)
were always accompanied by natural trumpets, the sound of which was enhanced
by the loud beats of timpani covered with rough leather. The dances of sailors or
pirates were performed to the accompaniment of a marine trumpet — in fact,
an ancient bowed monochord of elongated shape, which, however, possessed
a rolling “trumpet’ timbre, and therefore always belonging to the brass group.
In the pastoral scenes, a small ensemble sang sweetly with dessus fldtes a bec —
German transverse flutes were considered rare in France — and special French
bagpipes, musettes, which were distinguished by their surprisingly gentle sound
and elegant shape. The timbre charm of the mentioned instruments will be fully
‘tasted’ by the composers only in the second half of the 18" century. Up to this
point, such flutes and bagpipes only set off the strings, duplicating their parts,
but almost never perform as an independent group.

By the 1680s, Lully’s orchestra already had more than 80 members. However,
the listeners could feel the full power of this instrumentation only in overtures and
mass scenes with the participation of soloists, dancers and choir — episodes that
personified the splendour and grandeur of the court of the Sun King. In the solo
and ensemble scenes, the actors’ singing was accompanied by a ‘small choir’ of
solo instruments and a basso continuo group of lutes, theorbs, basses de vio-
lon, as well as a harpsichord, which became a member of the orchestra only
by the end of the century. An alternation of wide and close-up ‘shots’ formed
the sound architectonics of the composer’s theatrical masterpieces, resembling
the ideal geometry of the Versailles Park, now unfolding in front of the viewer
with a grand panorama, then narrowing to a picturesque ‘corner’.

After Lully’s death, the orchestra he created retained its recognisable ap-
pearance in the operas of his successors: Pascal Colasse, Andre Campra, Marin
Marais, Andre Destouches, and other popular composers of the early 18" cen-
tury. However, every year the scenes of opera storms and earthquakes, demonic
bacchanals and idyllic pastorals, cherished by Parisian music lovers, will require
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Mocne cmepTn JTioNnn CO3AaHHBIN UM OpKeCTp eLle AONroe BpeMs COXPaHsn
CBOW y3HaBaeMbll 00NMK B ornepax ero npeeMHWKoB: Mackans Konacca, AHape
Kamnpa, MapeHa Mape, Angpe [eTywa v opyrix nonynspHbIX aBTOPOB Hayana
XVIII Beka. OfgHaKo C KaxabIM rof,oM Jlob1Mble MapUXKCKMU MeTOMaHaMu CLEHBI
onepHbIX Oypb U 3eMNeTpaceHNI, OEMOHNYECKX BaKXaHaNMM U UOUANIUYECKMX
nactopanen byayT TpeboBaTh BCE Gonee 3penuiiiHbIX OPKeCTPOBbIX 3hdhekToB. Tak
BO (hpaHLly3CKOM OPKeCTpe MOosIBUTCS KOHTpabac — MHCTPYMEHTasbHas JMKOBUHA,
npuBe3eHHas 13 Vtannm ele B Havasne CTONETUS 1 [0roe Bpems UCMosb30BaB-
wancs B KayecTBe «cabBydepa» — Ans ycuneHns 6acoBov napTum B MHbepHanb-
HbIX KapTMHaX. B ocTanbHOM e TeaTpasibHbIl OPKeCTp (BMNPOYeEM, KaK 1 BCE B KOH-
cepBaTMBHOM DpaHUMK Tex NET) MeHANcs KpanHe mMeaneHHo. Tonbko K 1740-m
roOAaM 13 HEro UCHe3HET MMaBHbIN PyOAUMEHT JIONNNCTCKON 3MOX — DapUTOHOBAS
KBWHTa, OCTaBMB MocC/e cebs 3usIoLLy0 NYCTOTy B CPEAHUX ronocax, a bacosyio
CKPUMKY BbITECHUT Doslee yHMBEpCanbHas, XOTa M HECKOMbKO «Oneknas» no cpas-
HEeHWIO CO CBOEW KOMOPUTHOW NpefLlecTBEHHWLEN BUOTOHYeb.

XKaH-Oununn Pamo (1683—-1764) nosBuica Ha NMapuxKCKoM ClUeHe B nepe-
JIOMHbI/ MOMEHT — B CaMblil pa3rap 3KCMNEPUMEHTOB C My3blKalbHOM 3BYKOMMW-
cbto. Ko BpemeHu cBoero omnepHoro Aebiota 50-NeTHUA KOMMO3UTOP YXKe CHU-
CKan N3BECTHOCTb Kak BUPTYO3HbIN MCMOMHUTENIb HAa OpraHe 1 KfaBecunHe, a Takxe
MYy3bIKaflbHbI TEOPETMK — aBTOP HallymeBllero «Tpaktata O rapMoOHUUY», MOo-
NIOXEHUSMU KOTOPOrO My3bIKaHTbl MOMb3YIOTCA A0 X nop. [ofbl, NpoBefeHHble
B HabniogeHnsx 3a usnM4eckMmMmn CBOMCTBAMU 3ByKa, CHOPMUPOBANM YHUKANb-
Hoe TeMOpoBOe MbllufieHe PaMo — yMmeHue ynaBnmBaTb W Mepepdasatb C Mo-
MOLLIbIO OPKEeCTPOBbIX KPAaCOK COCTOSIHME HEBECOMOCTM, MOTOKM BO3[yXa W CBeTa
W Jaxe Urpy nomnyTeHemn.

MonyynB B pacnopsikeHne CaMblil COBEPLUEHHbIV MHCTPYMEHT — OMepHbIN
opKecTp, — PaMo MLLET 1 HaXOANT HEBOODPasMMble TEMOPOBbIE COYETAHUS U rap-
MOHMYeckme 3chdekTbl. Ero Mano nprenekatoT TpaaMLIMOHHbIE repomnyeckime 1 nac-
TOpanbHble ToNockl GapoyHoW onepbl (XOTH OH W BRageeT MU B COBEPLUEHCTBE:
BCMOMHMM, Hanpumep, komeauio «nates», rae KOMNo3nTop Heobbl4aHO TOYHO,
a NOTOMY CMeLLUHO, MNapoAMpPYyeT XKaHPOBbIe KKLLE, CyLLeCTBOBAaBLUYE BO (paHLyy3-
CKOM My3blKallbHOM TeaTpe). PamMo rpe3nt obpa3amMi paspyLleHns 1 Co3uaaHus,
npeBpaLlas OpKecTp M3 MHCTPYMEHTA, akKOMMaHUPYIOLWEro rofiocy, B aBHOMO
«pacckasymka» — co3gatens (aHTacTUYeckyx 3BYKOBbIX BCEMEeHHbIX. Hewcnon-
HWMble SHraPMOHM3Mbl B MOMEHT MPOPOYECTBa Napok 13 «Mnnonuta n Apucum»,
obpyLumBatoLLecs NogodHO NOTOKaM faBbl MAcCaXW CTPYHHbIX B CLEHE 3emrie-
TpsiceHNs 13 «fanaHTHbIX VIHOMA», pOXXAEeHWe MUPa 13 CryCTKOB TEMHOW MaTepum
B yBepTiope K «3anc», ocnenuntefibHas My3blka CBETA, BbIXXMratoLlas cymMpak, cry-
CTUBLUMICA BOKPYT MNaBHOro repost «<bopean», — Aaxe 3TUX HeCKONbKMX CTPaHMUL
[LOCTAaTO4HO, YTOObI U3MEHUTb XO[, My3bIKanbHOW UCTOPUU.

OpKecCTpoBbI reHn PamMo He 3HaeT npefesnioB BO3MOXHOrO: eMy MoABnacT-
Hbl 1 MOHYMEHTasbHble KapT/Hbl BCEHAPOAHbIX MPa3AHECTB M MPO3HbIX KaTakn3-
MOB, 1 BO3AYyLUHAs MyaHTUIUCTUYECKas 3BYKOMUCh, N AMKAPCKoe OyMCTBO Kpacok
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more and more spectacular orchestral effects. This is how the double bass —
an instrumental curiosity brought from Italy at the beginning of the century and
used for a long time as a ‘subwoofer’” — will appear in the French orchestra to
enhance the bass part in infernal scenes. Otherwise, the theatre orchestra — like
everything in conservative France of those years — changed extremely slowly.
Only by the 1740s would the main vestige of the Lullyst era, the baritone quinta,
disappear, leaving a gaping void in the middle voices, and the bass violin would
be replaced by a more versatile, albeit somewhat ‘faded’, compared to its col-
ourful predecessor, cello.

Jean-Philippe Rameau (1683-1764) appeared on the Parisian stage at a cru-
cial moment — in the midst of experiments with musical sound writing. By the time
of his operatic debut, the fifty-year-old composer had already gained fame as
a virtuoso performer on the organ and harpsichord, as well as a music theorist —
the author of the acclaimed Treatise on Harmony, the provisions of which are still
used by musicians. The years spent observing the physical properties of sound
shaped Rameau’s unique timbre thinking — the ability to capture and convey with
the help of orchestral colours the state of weightlessness, air and light flows, and
even the play of penumbra.

With the most advanced instrument at his disposal, the opera orchestra,
Rameau searches for and finds unimaginable timbre combinations and harmonic
effects. He is little attracted to the traditional heroic and pastoral topoi of Ba-
roque opera. However, he knows them perfectly: for example, consider the come-
dy Platée, where the composer parodies genre clichés that existed in French musical
theatre with extraordinary accuracy — and, consequently, with a touch of ridicule.
Rameau dreams of images of destruction and creation, turning the orchestra from
an instrument accompanying the voice into the main ‘storyteller’ — the crea-
tor of fantastic sound universes. The unfulfillable enharmonisms at the time of
the prophecy of the Parcae from Hippolyte et Aricie, the passages of strings col-
lapsing like lava flows in the earthquake scene from Les Indes galantes, the birth
of the world from clumps of dark matter in the overture to Zais, the dazzling
music of light burning out the twilight that had gathered around the main char-
acter of Les Boréades — even these few pages are enough to change the course
of music history.

Rameau’s orchestral genius knows no limits to what is possible — he is
a master of monumental paintings of national celebrations and terrible cata-
clysms, airy pointillistic sound writing, and a savage riot of colours and percussion
rhythms. For each of these ‘universes’ the composer constructs a special sound
space. It contains bizarre artifacts of the musical past — for example, the vielle
a roue (hurdy-gurdy), a stringed instrument with a wheeled mechanism and
a small keyboard, very popular among the French nobility of the 18" century,
or the aforementioned musette. They are juxtaposed with the achievements of
cutting-edge musical engineering — clarinets, piccolo flutes, and valve horns
that can change the tuning right while being played, or the latest performing
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N PUTMOB yAapPHbIX. [18 KaX[oro ns 3Tmx «MUPOB» KOMMO3UTOP KOHCTPyMpyeT
0coboe 3BYyKOBOe MPOCTPAHCTBO. B HeM npuyyanveble apTedakTbl My3blKanbHOMo
npoLunoro (Hanpumep, KosecHas /impa — CTPYHHBIM MHCTPYMEHT C KOMEeCHbIM Me-
XaHW3MOM W1 HeOOMbLLIOW KNaBMaTypow, 04eHb MONYAAPHbIV CPemn paHLLy3Cckon
3HaTV XVIII BeKa, — Mnn yNOMSHYTbIN BbILLE MIO3ET) COCEACTBYIOT C AOCTVXKEHNSAMM
YNbTPACOBPEMEHHOW MY3bIKallbHOW WHXeHepun (KiapHeTamu, rentamm-rkko-
J10 W BaNITOPHaMU C KPOHaMM, CMOCOOHBIMU MEHSATb CTPOM MPSMO BO BPeMst Urpbl)
WV HOBENLUVMUW NCMOTIHNTENBCKMMY NPVYEMaMK, NMO3BONABLUVMIMU OPKECTPaHTaM
peasinCTMYHO BOCMPOM3BOAMTL PAa3HOIo poAda LyMoBble 3pdeKkTol. MoHONUTHOe
NPOCTPAHCTBO CTaporo GapoyHOro opkectpa B MapTUTypax Pamo pacnapaetcs
Ha OTAeNbHble «aTOMbl», CO3[aBas OLUyLLEeHMe 3BYKOBOM PAa3HOrONOCULbI, KOTO-
pas 1 OTTanKmMBana ero NoYTeHHbIX CyluaTenen CBoen KakoMoHuen — n BMecTe
C TeM Y>KACHO MX UHTPUroBana.

¥YBbI, 3noxa PamMo okasanacb Hegonrow. Ero mocnegHss mysbikafibHas Tpare-
ana «bopeapbl» — LWefeBp, NOMHbLIN AepP3HOBEHHOMO HOBATOPCTBA, rAe (paHLy3-
CKM BapoYHbIV OPKECTP AOCTUIaEeT, BO3MOXHO, BEPLUMH CBOEW BbIPa3nTeNbHOCTA
N CNOXHOCTM, — Tak W He Oblna nocTaBfieHa NpuW XW3HW KoMmnosuTopa. Bckope
nocre ero CMepTy Napuxckan nybnuka, o4apoBaHHas HOBOMOLHbIMU KIacCULMCT-
CKMMW BEAHUAMM 1 MPOCTOTON UTANbAHCKOW MY3bIKW, 1 BOBCE COMTET TeaTpasibHble
paboTbl PaMo Be3HafEeXHO YCTapeBLWMMM, @ er0 OPKECTPOBOE MNCBMO — TAXKENo-
BECHbIM U Neperpy>eHHbIM. BMecTe ¢ coYMHeHUsMM KOMNo3uTopa 0e3B03BpaTHO
KaHeT B J1eTy 1 yHUKanNbHbIN MHCTPYMEHTapuii hpaHLLy3ckoro 6GapoyHOro OpKecTpa,
KOTOPbIV BbITECHSAT M300PETeHUS UTAaNbAHCKMX 1 HEMELKUX MacTepoB.

3abBeHue Pamo npoannnocs 6e3 Manoro fBa cronetus. J11iib B MPOLLIOM Beke
NCCNenoBaTen U UCNOSTHUTENM 3aHOBO, C U3YMJIEHWEM, BOCTOPIOM W1 HeBepueM,
OTKPbINM TeaTpasbHble LWeaeBpbl MMaBHOro (paHLYy3Cckoro aBaHrapAamncTa anoxu MNpo-
cBelleHna. Mexay TeM BOCCO3aTb MX B «ayTEeHTU4HOMY BUAE MONYHUIOCh [ANEKO
He cpasy, MOCKOMbKY CEeKPET U3TroTOBMIEHUA MHOrMx UHCTpymMeHToB XVIII ctonetus
(0cobeHHO KoHCopTa BaPOYHbIX CKPUMOK MK roboeB) Obin yTpadeH 1 notpebosan
MHOFOMIETHNX M3bICKaHNI 1 KPOMOTIIMBOW PEKOHCTPYKLMM, KOTOpas [0 C1X BELEeTCH
Ha UCTOPUYECKOW POLMHE 3TOM My3blku. Mio3eTbl, KonecHble Inpbl, Mopckue Tpyobl
M NpoyMe M3bICKM PpaHLy3CKMX BapoyHbIX NapTUTyp — BOBCE 3K30TWYeckas pef-
KOCTb, AOCTYMHasA CErofiHA NNLb HEMHOTVM My3bIKaJlbHbIM KOSINEKTUBAM.

KoHe4Ho, hnép CTapuHHbIX MHCTPYMEHTOB, TEPNKOCTb MX BapoyHOro CcTpost —
BaXHbI 3MeMeHT XapakTepHoro Ans Pamo 3ByKOBOrO MMpa, KOTOPbIM COBPEMEH-
Hble [IMPWXepPbI CTapaloTcs He npeHebperatb. OfHaKO CKOMb Obl HX ObiNa BaxHa
AN HaC LOCTOBEPHOCTb WMHTeprpeTaumn, cneayet NOMHUTb, YTO 3TO BCEro JnLb
HeOOXOAMMbIN UCTOPUYHECKNIA aHTYpaX. TOANHHAA e reHnanbHOCTb TBOPEHUN
Pamo KkpoeTcst B mx abcomoTHOW cBOOOAE U LUOKMPYIOLLEN HenoCpeacTBEHHO-
CTW BbIpaXeHus. My3bika KOMMO3UTOPa CKBO3b BeKa MPUMMALLAeT NCMONHUTENEN
K COTBOPYECTBY, K [ep3KMM 3BYKOBbIM 3KCMepMMeEHTaM: TOMbKO Tak OHa OCTaeTcs
Mo-HaCTOALLEMY >XMBOW.
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19.06 20.06 ‘rameau. the sound of light. vol. 2’

techniques that allowed the orchestra to realistically reproduce various kinds of
noise effects. The monolithic space of the old Baroque orchestra in Rameau’s
scores breaks up into separate ‘atoms’, creating a sense of sonic discord, which
repelled his venerable listeners with its cacophony — and at the same time in-
trigued them immensely.

Sadly, Rameau’s era was short-lived. His latest musical tragedy, Les Boréades,
a masterpiece full of daring innovation, where the French Baroque orchestra per-
haps reaches the heights of its expressiveness and complexity, was never staged
during the composer’s lifetime. Soon after his death, the Parisian public, fascinated
by the newfangled classical trends and the simplicity of Italian music, would con-
sider Rameau’s theatrical works hopelessly outdated, and his orchestral writing
ponderous and overloaded. Along with the composer’s works, the unique instru-
ments of the French Baroque orchestra will irrevocably sink into oblivion and will
be replaced by the inventions of Italian and German masters.

Rameau’s oblivion lasted for almost two centuries. It was only in the previous
century that researchers and performers rediscovered, with amazement, delight,
and disbelief, the theatrical masterpieces of the main French avant-gardist of
the Enlightenment. Meanwhile, it took a long time to recreate them in an ‘au-
thentic’ form, since the secret of making many instruments of the 18" century —
especially the consort of Baroque violins or oboes — was lost and required many
years of research and painstaking reconstruction, which is still being conducted in
the historical homeland of this music. Musettes, hurdy-gurdies, marine trumpets,
and other delights of French Baroque scores are quite an exotic rarity, available
today only to a few musical ensembles.

Of course, the flair of early music instruments and the astringency of their
Baroque tuning are an important element of Rameau’s characteristic sound world,
which modern conductors try not to neglect. However, no matter how important
the authenticity of the interpretation is to us, it should be remembered that this is
just a necessary historical entourage. The true genius of Rameau'’s creations lies in
their absolute freedom and shocking directness of expression. Through the ages,
the composer’s music invites performers to co-create, to make audacious sound
experiments — this is the only way it remains truly alive.
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JKCNepuMeHTaNbHYIO MOJIOAEKHYIO Npo-
rpammy « Flopu3oHTbI [» B 3TOM roay cdop-
MUpPOBan TeaTpasibHbIX peruccep, HKypa-
Top U neaaror HOpuh KBATKOBCKUMHU. OH
TaKMe BbICTYMNU/ KypaToOpoOM U perucce-
pOM CMeKTaknen Monoabix nepchopvepos.
Momumo 3toro, B «lopu3oHTax A» npu-
MyT y4yacTue TBOpYecKasa KomaHaa Joma
TBOpyecTtBa [lepeaenkuHo, TeaTpanbHas
KomnaHua « HMXT», BbiInyCKHUKU 06pa3o-
BaTe/IbHOM nporpammvbl AarnnescKoro ¢e-
ctuBana. B Kaxpgom cobbiTMn «OpPU3OH-
TOoB [l» apTUCTbl UCCNeayloT Temy MOMUCKa
CaMOWAEHTUYHOCTU Ha MNMYTHU K FrOPU3OHTY,
TO eCTb UAeanbHOMYy Npou3BeAeHUI0 HOBO-
ro UCKyccTBa.

This year, the experimental youth pro-
gramme Horizons D was formed by stage
director, curator, and mentor Yuri Kvyat-
kovsky. He invited the creative team of
the Peredelkino Art Centre, the NMKHT
theatre company, and graduates of the Di-
aghilev Festival Educational Programme to
participate, directed, and curated perfor-
mances by young performers. Each event
of the programme makes the artists ex-
plore the theme of the search for self-iden-
tity on the way to the horizon — that is,
to an ideal work of new art.



«nmaCTepHakK.
PAaCKOBAHHbIX roJjioc»

ayaAnoBU3YyanbHbIA anbbom

13.06 cb6 Pexxmccep ApceHnin MeLepsakos
15:00 19:00 Komnosutop MeaH Epodees
14.06 BC LpamaTtypr Erop 3avues

BnoeoxyooxHnk Muxamn 3ankaHoB
XYLOXHMK Mo KOoCTioMaM EkatepuHa SpAsHn

13:00 17:00

Manbii XyROXHUK No cseTy EneHa Mepenbman
TeaTpanbHbIM 3an Mpopatocep EsreHna KapmasmHa
12+

UcnonHutenb: Codua MeTpoBa, akTpuca Teatpa
«Macrepckas bpycHuKnHa»

OH — 3TOT MOW rOfI0C — Ha 4epcTBOV
Y3ne BbINbIBAET M3 MYyTU...
bopuc NacrepHak

CoBMeCTHbIN NpoeKkT nporpaMmbl «fopr3oHTel [» 1 Joma TBop4ecTBa [epenen-
KMHO MOCBSALLLEH OLHOMY M3 CaMbIX W3BECTHbIX XuTenew [lepepenkuHa, noaty
1 npo3anky bopucy NactepHaky. [1Byx4acTHas KOMMO3MLMA, COCTOALLAA M3 MPO-
Jlora U Mo3TNHeCKOro MOHOCMEKTaKA, MO3BONAET NPOCNeAnTb B3aMIMOCBA3b XIMN3-
HW 1 TBOPYeCTBa NO3Ta: Kak MeHANcs MNactepHak 1 Kak MeHANCs A3blK ero CTUXOB.

AyaMonponor, Co3faHHbin pe3ngeHTom [Joma TBopyecTBa Eropom 3amLeBbim
Ha OCHOBe nuncem llacTepHaka, CTaHOBWUTCA TOYKOWM BXOLa B MOCTAaHOBKY. [Jpama-
Typrvs pa3BopaymBaeTcs B nose BoobpaxkaeMbix TenedoHHbIX pa3roBopos bopuca
JleoHMI0BMYa, KOTOPbIE OH BEN UM MOT BECTU B Neprofbl NpebbiBaHMs Ha Ypane
1 B [MepenenkuHe.

B cueHmdeckomn 4actu npoekTa pexxmccep ApceHun MellepskoB npespaLlaeT
no3TMyeckme TeKCTbl lacTepHaka pasHbiX MEePUOAOB B eAVIHYI0 MapTUTYpy, OTbl-
CKMBas HeoXWMAaHHble CXOACTBA U CONMXasn NPoTUBOPeYNs, Uccienys Menonmky
C/I0B W ABMEHHYIO B HUX MeTamopdo3y YyBCTB. [na akTpucel «Mactepckon bpyc-
Hu1knHa» Codum NeTpoBOM CTUXM CTaHOBATCA BOKASIbHO-ApaMaTHeckon napTuen,
obpa3syioLLet MOHONMTHYIO 3BYKOBYIO KOHCTPYKLMIO BO B3aMMOLENCTBUM C SMek-
TPOHHOW W LLUYMOBOW Cpefou, co3gaHHom ViBaHoM EpodeeBbiM. XyA0XXeCTBEHHOM
PaMKOW MPONCXOAALLEr0 BbICTyNaeT BUAEONHCTanNALmMa Muxamna 3ankaHoBa.

[lom TBopyecTBa [lepedenkmHO CErofHs — 3TO KyMbTypPHbIA LEHTP C Mo-
CTOSIHHO [OENCTBYIOLLEV TBOPYECKOW pe3ndeHUMeln, apxMBOM NUTepaTypHOM XI3-
H1n XX Beka M OGonbluon NyGANYHOV MPOrpaMMOoN, HalUeleHHOM Ha U3ydeHue
1 NPOABUXeHVEe nuTepatypbl. [JloM TBOpYECTBa HAXOAUTCA B LIeHTPe 3HaMEHNTOro
ropogka nucateneu MepegenknHo, rae >xunum bopuc MNactepHak, KopHen Yykos-
cknn, EBreHnn EBTyLIEHKO M Apyrne nutepatopbl XX Beka.
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‘pasternak.
the unleashed voice’

audiovisual album

13.06 sat Stage director Arseny Meshcheryakov
15:00 19:00 Composer lvan Yerofeyev
14.06 sun Playwright Egor Zaitsev

Video artist Mikhail Zaikanov

13:00 17:00 Costume designer Ekaterina Erdeni
Small Theatre Hall Lighting designer Elena Perelman
12+ Producer Evgeniya Karmazina

Performer: Sofia Petrova, a Brusnikin Workshop
Theatre actress

It — this voice of mine — floats out
of the murk on a callous leash...
Boris Pasternak

The joint project of the Horizons D programme and the Peredelkino Art Centre
is dedicated to one of the most famous Peredelkino residents, poet and novelist
Boris Pasternak. The two-part composition, consisting of a prologue and a poetic
one-woman show, allows us to trace the relationship between the poet'’s life and
work — how Pasternak changed and how the language of his poems followed.

The audio prologue, created by Egor Zaitsev, a resident of the Peredelkino Art
Centre, based on Pasternak'’s letters, becomes the entry point to the production.
The drama unfolds in the field of Boris Pasternak’s imaginary telephone conver-
sations, which he conducted or could have conducted during his stay in the Urals
and Peredelkino.

In the stage part of the project, director Arseny Meshcheryakov transforms
Pasternak’s poetic texts from different periods into a unified score, finding unex-
pected similarities and bringing contradictions closer together, exploring the melo-
dy of words and the metamorphosis of feelings revealed in them. For the actress
of the Brusnikin Workshop Sofia Petrova, poems become a vocal and dramatic
part, forming a monolithic sound structure in interaction with the electronic and
noise environment created by Ivan Yerofeyev. The artistic framework of the stage
action is a video installation by Mikhail Zaikanov.

Today, the Peredelkino Art Centre is a cultural institution with a permanent cre-
ative residency, an archive documenting the literary life of the 20" century, and an
extensive public programme dedicated to the study and promotion of literature.
The Art Centre is located in the heart of the famous writers’ town of Peredelkino,
where Boris Pasternak, Korney Chukovsky, Yevgeny Yevtushenko, and many other
20" century authors lived.
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«XOpPOBOWU NpomMmeHaa»

nepcopMaTUBHbIA KOHLEPT

‘the choral promenade’

performative concert

17.06 wed

18.06 thu

11:00 22:00
Perm Art Gallery
12+

Project of graduates of the Diaghilev Festival
Educational Programme

Curators: Anna Fefelova, Vitaly Polonsky
Choirmaster and conductor Vitaly Polonsky
Assistant choirmaster Serafim Yakovlev
Producer Tamara Bezukladnikova

17.06 cp MpPoeKT BbINYCKHUKOB 0Bpa3oBaTebHOM NPOrpaMmb

18.06 uT Jarnnesckoro dectnsang

11:00 22:00 Kypatopbl: AHHa ®edenosa, Butanum MNonoHckuin
Xopmencrep v gupukep Butanuin NMonoHcknm

Mepmckas AccucTeHT xopMenctepa Cepadum SikoBnes

XyAoHeCcTBeHHanA Mpopatocep Tamapa BesyknagHukosa

ranepes

12+

UcnonHutenu:

decTBanbHbIM MONMOAEXHBIN XOP
[arunesckoro gectmsang

Beoywimi «XopoBbIx NPOMeHan0B»
17.06 B 11:00 n 22:00, a Takxe
18.06 B 11:00: Butanun MonoHckum
Benywimm «XopoBoro npomeHaga»
18.06 B 22:00: Cepachunm Akones

«XOpoBOW MpOMeHaa» — 3TO NepdOPMaTUBHbLIA OMbIT CAyLIaHUA XOPOBOW My-
3bIKW B COBMECTHOM ABWXEHWUN MyONMKM 1 apTUCTOB MO 3asaM HOBOTO 3[aHus
MepMckon rocyfapCTBEHHOW XyO0XECTBEHHOW ranepeu, oTkpbiBllerocs B 2026
rofy. lNpomMeHaabl BedyT 4Yepes 3KCMO3ULIMOHHbIE MPOCTPAaHCTBA: B HNX COYMHEHMS
MWPOBOW My3bIKabHOWM KyNbTypbl BCTYNAIOT B AMANOr C NofoTHaMM 13 CObpaHum
3anafHOEBPONENCKON 1N pycckom xmBonucn XVI-XX Bekos. Mybnnka nepexogmt
13 3ana B 3aM, cedya 3a xopoM. KOoHUepT npeAnonaraer roroBHOCTb CMOTPETb,
CNywaTb M OOHOBPEMEHHO ABUraThCa Brnepen — HaBCTpeYdy OepeBAHHbIM «nepM-
CKVMM Doram», K KOTOPbIM BEAET KaxXabl MapLUpyT NpoMeHaaa.

[ocTaHOBKa peanunsyeTcs Npv NOAAEPXKKe
®oHpa MNoTaHMHa B pamkax MpoekTa
«3aBop, LLnarvHa. Hosoe nsmepeHme»
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Performers:

Diaghilev Festival Youth Choir

Guide of the ‘Choral Promenades’

on 17.06 at 11:00 and 22:00,

and on 18.06 at 11:00: Vitaly Polonsky
Guide of the ‘Choral Promenade’

on 18.06 at 22:00: Serafim Yakovlev

The Choral Promenade is a performative experience of listening to choral mu-
sic in the joint movement of the audience and performers through the halls of
the Perm State Art Gallery new building opened in 2026. The promenades are
routed through the exhibition spaces: there, the works of world musical culture
enter into a dialogue with canvases from collections of Western European and
Russian paintings from the 16™ to the 20" century. The audience moves from
hall to hall, following the choir. The concert presupposes a willingness to watch,
listen, and at the same time move forward — towards the wooden ‘Perm gods’,
to which each route of the promenade leads.

The performance is created with support of
the Vladimir Potanin Foundation within the project
Shpagin Plant. The New Dimension

169




«OJIOHXOCYT»

MOHOOMepa Ha AKYTCKOM A3biKe

17.06 c CTyOms HOBOW My3bIKM

p Y y
23:00 TeatpanbHaa koMmnaHuna «HMXT»
MNoasemHan Komnosutop Hukudop Akosnes
napKoBKa Avipwxep Arppen Cepos
«Kpucrann» Pexxnccep-koHuentmenkep Cawa LLymunmnH
16+ JInbpetto: dapuHa YumpkoBa

Mepuapexwccep Hacta Koponéea
Mpopatocep Hapba JlyueHko

UcnonHutenu:

Ceprent ManuHuH, conuct

AHHa CbipoBatckas, nepdopmep

CTyAnst HOBOW My3bIKM

Mapwus KopsiknHa, dnerita, 6ac-dnenTta,
dnenTa-nmKKono

WrHat Kpacmkos, knapHert, 6ac-knapHeT
Hatanbs YepkacoBa, poprennaHo
Bapsapa Kocosa, ckpumka

Hapbs JlyLeHKo, BMOMOHYeNb, KblpblbiMma
Ackap Muxannos, AnekcaHap BbibopHOB, yaapHble
AnMunHncTpatop EsreHns M3otosa

CnekTak/ib co3faH B kompogykuum 100-4acoBoro dectmBans «llepmckuin Tea-
TpanbHbIM» 1 Odarunesckoro dectmans. OnoHXocyT (AKyT. ofloHxohyT) — 370
CKasuTenb, UCMOMHUTENb SIKYTCKOro repoudeckoro snoca «OnoHxo». «OnoHxo-
CyT» — MOHOOMEepa Ha SIKYTCKOM fi3blke: [Msl BOKaNMCTa, aHcaMbns n cuctemsl
py4HbIX Npoekumin. OCHOBOW MOCTAHOBKM CTAHOBUTCS KOCMOTOHUS 1 durnocodus
«OnoHXx0», COrMacHO KOTOPOW TPU MMpa — MUP CBETA, MUP YeloBeKa 1 MUpP pas-
pyLUeHUs — CyLLEeCTBYIOT OHOBPEMEHHO BHYTPU KaXA0ro Yenoseka.

MaBHbIN 00pa3 cnekTakns — Oenoe ComHue. 310 eANHCTBEHHbIN NCTOHHUK
CBeTa B cCrnekTakne, oObeanHSIOWMIA UCNONHUTENEN U 3puTeNner B OQHOM Mpo-
CTPaHCTBe: CUCTEMA PYYHbIX MPOeKLMN CO3AAET OLLyLLEHWe pealbHOCTW, MOCTeneH-
HO NMpPeBPaLLASCh 13 CO3MOAIOLLEN SHEPTMWN B Pa3pyLumMTenbHyto cuny. CoyeTas Tpa-
anumio «OnoHx0», COBPEMEHHYIO MY3bIKy, JOKYMEHTaMbHble 3anmMc/ CKasuTenen
1N nepdopMaTVBHYO paboTy C NpoeKLUMen, CnekTaknb UCCnedyeT Xpyrnkoe paBHO-
Becue Mexzy CBETOM U TbMOW, 6e3 KOTOPOro Mm1p Hem30exXHO NPUXOLUT K Mpaky.
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‘olonkhosut’

mono opera in the Yakut language

17.06 wed Studio for New Music

23:00 NMKHT Theatre Company

Crystal Cinema Composer Nikifor Yakovlev

Hall Underground Conductor Andrey Serov

Parking Stage director and conceptmaker Sasha Shumilin
16+ Libretto by Darina Chirkova

Media director Nastya Korolyova
Producer Daria Lutsenko

Performers:

Sergey Malinin, soloist

Anna Syrovatskaya, performer

Studio for New Music

Maria Koryakina, flute, bass flute, piccolo flute
Ignat Krasikov, clarinet, bass clarinet

Natalia Cherkasova, piano

Varvara Kosova, violin

Daria Lutsenko, cello, kyryympa (Yakut violin)
Askar Mikhailov, Alexander Vybornov, percussions
Administrator Evgeniya Izotova

The performance is a co-production of the 100-hour Perm Theatre Festival and
the Diaghilev Festival. Olonkhosut (onotxohyT in the Yakut language) stands for
a storyteller, performer of the Yakut heroic epic Olonkho. Olonkhosut is a mono
opera in the Yakut language for a vocalist, an ensemble, and a system of manual
projections. The basis of the production is the cosmogony and philosophy of Olonk-
ho, according to which three worlds — the world of light, the world of human,
and the world of destruction — exist simultaneously inside each person.

The central image of the performance is the white sun. This is the only source
of light in the production uniting performers and the audience in one space: a sys-
tem of manual projections creates a sense of reality, gradually turning from a cre-
ative energy into a destructive force. Combining the Olonkho tradition, modern
music, documentary recordings of storytellers, and performative manipulation of
the projection, the production explores the delicate balance between light and
darkness, without which the world inevitably plunges to darkness.
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«TPU CEeCTpbI»

onepa-Bepb6aTtum

19.06 c6

20.06 BC

15:00
MepmcKui
rymaHuTapHo-
neaaroru4ecKkum
YHUBEPCHUTET,
BanbHbIW 3an
12+
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MpoeKT BbINYCKHMKOB 0Opa3oBaTeibHOM NporpaMmbl
[arunesckoro gectmsang
Kypatop AHHa DedenoBsa

Komnosntop AHHa lNocnenosa
Pexxunccep BukTopunsa Arapkosa
HOupwvxep ViBaH BuHorpagos
XypoxHuk VipuHa OdepsbuHa
BraoeoxyooxHuK ApTyp PaxM3sHOB
Mpoptocep Tamapa besyknagHmkoBa

B ponsax:

Onbra — [apba CenesHesa

NpuHa — Mapwus [eesa

Malwa — AHHa XonmoBckas

AHapen — MBaH BuHorpagos, avpuxkep

NHCTpyMeHTanbHbIM aHcaMOnb
Hapbs Mopo3oBa, dbnenTa

NHHa Opy3b, ckpunka

EkateprHa XpuncToBa, BNOSIOHYENb

Onepa HanvcaHa B paMkax pe3vaeHunm
Coto3a KoMNo3nTopos Poccum npu nopaepxke
MwuHucTepcTBa KynbsTypbl Poccnmnckon Mepepaumn

MapTHep npoekTa: MoCKOBCKMIM TeaTp «HoBas onepa»
nmenu E. B. Konobosa

‘three sisters’

opera verbatim

19.06 sat

20.06 sun

15:00

Perm Humanitarian
Pedagogical
University Ballroom
12+
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Project of graduates of
the Diaghilev Festival Educational Programme
Curator Anna Fefelova

Composer Anna Pospelova

Stage director Victoria Agarkova
Conductor Ivan Vinogradov
Production designer Irina Deryabina
Video artist Artur Rakhimzyanov
Producer Tamara Bezukladnikova

Performers:

Olga — Daria Seleznyova

Irina — Maria Deyeva

Masha — Anna Kholmovskaya
Andrey — Ivan Vinogradov, conductor

Instrumental ensemble
Daria Morozova, flute
Inna Druz, violin
Ekaterina Khristova, cello

The opera was created as part of the Union of
Composers of Russia residence with the support of
the Ministry of Culture of the Russian Federation

Project partner: Kolobov Novaya Opera
Theatre of Moscow



19.06 20.06 «Tpu cecTpbi»

CumTaetcs, 4TO AHTOH YexoB, CoYMHAS nbecy «Tpwu CecTpbl», Npeacrasnsn cebe
Mepmb. MncaTtenb He KOHKPETU3MPOBAN MeCTO AeNCTBUSA, HO B NMCbMe [opbkoMy
oT 16 okTabpsa 1900 roga coobLlan: «..AeMCTBUE MPOUCXOAMUT B NMPOBUHLMANIBHOM
ropofie Bpoge Mepmm». Mo BepcrmM NEPMCKUX KpaeBeLoB, NPOTOTUMNaMUM reponHb
MoK ObITb TpK cecTpbl LiMMepmaH — OTtunus, Mapraputa U DBenviHa, 13BecT-
Hble XXMUTENTbHMLbI TOpOAa YEXOBCKOM 3MOXM.

[encrsue onepbl MPOUCXOAUT Ha ycnoBHOM Bok3ane ropona N (Mepmu).
306ecb TpW CecTpbl 3aCTpAnM B OXmAaHuM noesfa B MOCKBY, KOTOPbIA HUKOTAa
He NpuaeT. B TedeHve cnekTakns 3putenb OyAeT NpoXVBaTh BMECTe C YeXOBCKMMM
FePOVHAMM YeTbIpe OHA 13 MX MPOLUMOro: KaxAabi U3 OHeN paBeH OAHOMY aKTy
nbecbl U COCTOUT U3 TPEeX BOCMOMWHAHMI-MOHOMOrOB.

CecTpbl pednekcrMpyloT O cHacTbe W yMnyLUeHHbIX BO3MOXHOCTAX. Malwa —
00 olWMbKax IOHOCTK, O XM3HWU C HENOOUMBIM MYXXEM M O HEBO3MOXHOCTWN C4a-
CTbsl C TeM, KOro NobuT. Onbra — 0 COBCTBEHHOM OAMHOYECTBE 1 OTBETCTBEHHOCTY
3a cemblo. MipyHa — o nouckax cebs, CBOero npefaHasHadeHus 1 nioosu.

B My3biKanbHbIA TEKCT Onepbl BCTPOEHbI BEPOaTVMbl — MpsiMas peyb peanb-
HbIX XXEHLLMH, YbW MMEHa COBMAAAIOT C MMeHaMM Tpex cectep. B 3Tux BepbaTMax
HalLW COBPEMEHHMLbI Pa3MbILLNSIOT Hag TEMW XXe BOMpPOCaMu, YTO U YexoBCKUe
repouHu 6onbLe 100 net Haszad. MNpoLunoe 1 HacTosLee BCTyNaloT B AManor B rno-
1nCcKax OTBETa Ha BOMPOC, 3aHMMaBLWMK TyzeHbaxa 1 BepLUMHMHA: MOXET U Yero-
Bek ObITb CHaCTNIMB Cenyac, NAU «C4acTbe — 3TO yAeN HalWX Aaneknx NoTOMKOB»?
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19.06 20.06 ‘three sisters’

It is commonly believed that Anton Chekhov had Perm in mind when creating
the setting of Three Sisters. The writer did not specify the site of action, but in
a letter to Gorky dated 16 October 1900, he reported: “..the action takes place in
a provincial town like Perm.” According to Perm local historians, the prototypes of
the heroines could be the three Zimmerman sisters — Ofttilia, Margarita, and Eve-
lina, prominent town residents of the Chekhov era.

The opera takes place at the fictional railway station of the city of N (Perm).
Here, three sisters are stuck waiting for a train to Moscow that will never arrive.
During the performance, the audience, together with Chekhov's heroines, will re-
live four days from their past, each corresponding to one act of the play. Each day
consists of three monologue memories.

The sisters reflect on happiness and lost opportunities. Masha ponders the mis-
takes of her youth, living with an unloved husband and the impossibility of hap-
piness with someone she loves. Olga — her own loneliness and responsibility for
her family. Irina — the search for her self, her destiny, and love.

Verbatim pieces are embedded in the musical text of the opera — the direct
speech of real women whose names match the names of the three sisters. In these
verbatim extracts, our contemporaries reflect on the same questions as Chekhov's
heroines more than a hundred years ago. The past and the present enter into a dia-
logue in search of an answer to the question that occupied Tuzenbach and Vershin-
in: can a person be happy now or “happiness is only for our distant descendants”?
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«CUHTEeTHUYecKan
Mopdonorma»

xopeorpaduyeckun nepdopmaHc

19.06 nT ABTOp vaen AHactacus AnéximHa
18:00 Pexxnccep tOpui KBATKOBCKIMM

Teatp «Baner Pexxnccep-nocraHoBLLVK, xopeorpad
Anekcangp Yenwngze

EBrenun Xopeorpad-nocraHoBLLUMK CoHs [ofloMOSI3MHa
MaHdunosa» Komnosutopsl: AMuTpuii Masypos, PomaH ManaskuH
12+ BunoeoxynoxHuk KceHns fopiaHoBa

XyOOXHUK MO KocTioMaM KceHums 3mx
Mpoptocep BaneHTMHa OBYMHHMKOBA

Mepdopmepbl:

AHactacnsa AnéxmHa
Anekcangp Yenwngze
TatbsiHa KpacHoBa

CoHg TonomonsuHa

MonnHa YeHuoBsa

My3blkaHT PoMaH ManaskuH

«CuHTeTUYeCKas Mopdonorns» — xopeorpaduyecknin nepdopmMaHc B Tpex Aeu-
CTBUAX. ABTOPbI 33[al0TCA BOMPOCOM O BPEMEHU, KOTOPOE MOXHO OxapakTepwu-
30BaTb C/IOBaMU «yXe He HacTosllee, elle He Oyayliee», O MOMEHTE Ha rpaHu
MeX[y 3HakKOMbIM U HeW3BeCTHbIM. DTO MNepexofHOe COCTOAHMe (UKCUpYEeTCA
1 BblpaXaeTcs B xopeorpadum 1 CBA3Ax Mexay nepdopmepamy Ha cleHe.
LeHTpanbHas durypa — nepdopmep ¢ pobonpoTtesamu B BUE TEHTAKIEN, KO-
TOPblE MEHSIIOT aPXMUTEKTYPY HENOBEYECKOrO Tefla M OTHMMAIOT NMPUBbLIYHBIN CMOCOb
YyNpaBnaTb pykaMu, HO B TO XXe Bpemsi Aal0T HOBble Bblpa3unTeNlbHble CBOMCTBA A4
xopeorpadun. PasHble TUMbl B3aVMOAENCTBMA C STON «CYLLHOCTbIO» CKNa[blBaloT-
cs B Yepenly MeTachop, ONUCHIBAOLLMX HENUHENHbIE, TMOPUAHbIE POPMbI XKM3HN
1N MbIWeHVs, pa3BMBatOLLMECSH B CETAX, MPOHM3aHHbIX CUMOMOTUYECKUMM CBS3S-
MK, CaMa CnocoBHOCTb K COTPYAHNYECTBY C «APYrnM», HE3HAKOMbIM, OKa3blBaeTCs
ofHOW 13 TeM nepdopMaHca, HO He MCYepnblBaeTCA elo. ABTOPbI AEMOHCTPUPYIOT,
KaK pa3Hble BWObl XMBbIX CYLLECTB 1 abCTPaKTHbIX WAEW, pa3Hble Mopdhonorim
1 MWPOBO33PeHMs MOMyT Pa3BMBATbCA M OeNCTBOBaTb COBMECTHO. B My3bike KOM-
nosutopa Imutpua Ma3sypoBa 3Ta Maes noaaep>kaHa CBA3bio 1 B3aIMOAENCTBUEM
3MEKTPOHUKM N «XKMBOTO» aKKOPLEOHa B pyKax apT1cra, HaXO4ALLErocs Ha CLueHe.
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‘synthetic morphology’

choreographic performance

19.06 fri Author of the idea Anastasia Alyokhina
18:00 Director Yuri Kvyatkovsky

Evgeny Panfilov Stage director and choreographer

Alexander Chelidze
Ballet Theatre Stage choreographer Sonya Golomolzina

12+ Composers: Dmitry Mazurov, Roman Malyavkin
Video artist Ksenia Gorlanova
Costume designer Ksenia Zikh
Producer Valentina Ovchinnikova

Performers:

Anastasia Alyokhina
Alexander Chelidze

Tatiana Krasnova

Sonya Golomolzina

Polina Chentsova

Musician Roman Malyavkin

Synthetic Morphology is a choreographic performance in three acts. The authors
pose questions about a time that can be described as ‘no longer the present,
not yet the future’ — a moment poised on the boundary between the familiar and
the unknown. This transitional state is captured and expressed in the choreography
and the connections between the performers on stage.

The central figure is a performer equipped with robotic prostheses in the form
of tentacles, which alter the architecture of the human body and deprive the per-
former of the usual means of controlling their hands, while simultaneously open-
ing up new expressive possibilities for choreography. Different modes of interac-
tion with this ‘entity’ generate a series of metaphors describing nonlinear, hybrid
forms of life and thought emerging within networks permeated by symbiotic con-
nections. The very ability to collaborate with the ‘other’, the unfamiliar, turns out
to be one of the themes of the performance, but it is not limited to it. The au-
thors demonstrate how different types of living beings and abstract ideas, different
morphologies and world views are able to develop and act together. In the music
of composer Dmitry Mazurov, this idea is supported by the connection and inter-
action of electronics and a ‘live’ accordion in the hands of a musician on stage.
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«pycCcKafa KpacoTa»

nepopmaHc-maHugecT

20.06 c6 ABTOp naeu, pexuccep, nepdopmep Banepus Basa
18:00 XYAOXKHVK-MOCTAHOBLLWIK, XyAOXHVK MO CBETY
Myseit Ank3 LUTykeHOpoK

My3blkaHTbl: AnekcaHap Bacunbes,
COBPEMEHHOro L
MCHyCCTBa KypaTop IOpuin KBaTKoBcKmi
NMEPMM
18+

«Pycckas kpacota» — nepdopMaHc-MaHudecT o cBobofe XydoXHWKa 1 Bepe
B WCKYCCTBO, CMOCOOHOE BbIXOAWTb 3@ FPaHMLbl U CO3[aBaTh TOYKM COMPUKOCHO-
BEHUA TaM, re paHblue CyllecTBOBana AuCTaHums. CnekTakflb npeanaraeT onblT,
roe NUYHOE BbICKa3blBaHWE CTAHOBUTCSA KOMMEKTUBHbIM NepexmnBaHUEM.

MepdopmaHC pa3BOpPaYMBaAETCH Kak Cepus BOCMOMWHAHWM N3 XXW3HWU repo-
VHW, B KOTOPbIX BHYTPEHHAS ONCUMMAMHA CTaNKMBAEeTCs C YA3BMMOCTbIO, @ KOH-
TpONb — C HEODXOAMMOCTBIO TPpaHCOPMaLMK, HU3UYECKOM U NCUXONTOMMYECKON.
B LeHTpe — nuyHOe nepexuBaHve, nepexofsilee B YHMUBEPCANbHbIN OMbIT: pa3-
MbILUNIEHNE O Maruu YeroBeYecKon AylWKr, Pasfnymsax U ryoOnHHOM CXOLCTBE,
0 XpYynKOCTW U cune ayxa. Yepes ABUXeHVE, OeNCTBUE U NPUCYTCTBUE MepovHS
nccnenyeT COCTOAHMA, 3HaKOMble KaXAOMY, MOKa3blBas, YTO 3a BHELUHVMW pa3-
INYUAMW CKPBIThI OOLLIME YenoBeYeckmne HyBCTBa.

Xopeorpadus Banepuy BaBa coefyHAeT 3KCNepyMeHTaNbHbIV TaHeL, 1 3KC-
TpemMasnbHyio hK3NKY, BbICTPAMBAET HAMPSXEHHYIO AMHAMMKY NOCPeAcTBOM pabo-
Tbl C NpedefbHbIMY BO3MOXHOCTAMU Tefla 1 TakUMW PUCKOBAHHbIMY MpUeEMamMu,
Kak B3aVIMOLENCTBME CO CLLEHNYECKMMM KOHCTPYKLMAMM, TaHew, Ha KOHbKax, nosnet
Ha BOJNOCaXx.

CeetoBas cpefla Anka LLTykeHOpoOK opMMpyeT M3MeHsoLLeecst NpocTpaH-
CTBO W BbICTYNAET akTMBHbIM MAPTHEPOM, BAVAS Ha BOCMPUATUE U PUTM.
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‘russian beauty’

performance manifesto

20.06 sat Author of the idea, director, and performer
18:00 Valeria Vava

Stage design, light director: Eike Stuckenbrock
PERMM Museum of Musicians: Alexander Vasilyev, Arkady Pikunov

Contemporary Art Curator Yuri Kvyatkovsky

18+

Russian Beauty is a performance manifesto about the artist's freedom and faith
in art, capable of transcending borders and creating points of contact where dis-
tance used to exist. The play offers an experience in which a personal statement
becomes a collective feeling.

The performance unfolds as a series of memories from the heroine’s life,
in which inner discipline confronts vulnerability, and control confronts the need
for both physical and psychological transformation. At its core is a personal expe-
rience that becomes universal: a reflection on the mystery of the human soul, on
difference and profound similarity, on fragility and strength of spirit. Through
movement, action, and presence, the heroine explores states familiar to everyone,
revealing the shared human emotions hidden beneath outward differences.

Valeria Vava's choreography combines experimental dance and extreme phys-
ics, builds intense dynamics through working with the body’s ultimate capabilities
and risky techniques such as interacting with stage structures, ice dance, and flying
on hair.

Eike Stuckenbrock’s lighting environment creates a constantly shifting space
and functions as an active partner, influencing perception and rhythm.
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«OcTpoB» — MYNETUANCUMMNMHAPHAA apT-pe3ngeHumns [arunesckoro gectu-
Bafs, oObeaMHsIOWan NpeacTaBuUTeNert pasHblX MCKYCCTB BOKPYr paboTbl ¢ npo-
CTPAHCTBOM U 3BYKOM. XyLOXHWKM XXMBYT B cefie XOxXJ10BKa B (hopMate remMnmHr-
flareps, y4acCTBYIOT B npoekTax dectvBana v B TedeHWe [BYX Hefelb TPYAATCH
Haj, 3BYKOBbIMU, BUM3YyallbHbIMW U NephOpMaTUBHbLIMK NMPON3BEAEHVAMN, BCTPO-
€HHbIMW B apXmTeKkTypy W naHgwadT mecra. Moen kypatopa «OCTpoBa», pexmc-
cepa EBreHns ManeH4eBa, OpUEHTUPOBAHbLI Ha CO3[aHMe UCKYCCTBA B FapMOHWU
C NpVIPOAOV U NOAAEPXKKY apT-MHULMATUB Ha CTbike (POPMAaTOB U >KaHPOB.

EBreHnn ManeHu4eB: «/oesa noseunacb y XyAOXeCTBEHHOIO PyKOBOAMTENS
dectmand, Teogopa KypeHT3nca, — OH NpensioXun npuaymartb npoekT pesn-
JeHUnn, KoTopas CTaHeT 4acTbio JarnneBckoro gectmsans. Tak Ha4anacb UCTOpUA
“OctpoBa”. MOXHO CKa3aTb, YTO Ha3BaHMe BO3HMKIJIO camo cobow. Bnepsbie OHO
npo3By4asnio B pasroBope — Kak XMBOe 1 O4eHb TOYHOEe BblpaXkeHne Toro, 4em
OOMKHa CTaTb pe3naeHuMsa. HasaHMe HamekaeT Ha reorpaduyeckylo otaaneH-
HOCTb. MpuToM “OCTpoB” — elle 1 MeTadopmnyeckoe NPOCTPAHCTBO: OCTPOB MbIC-
JIX, aBTOHOMHaA Xy[L0XeCTBeHHas Tepputopus. B pesynsrate B HblHELLHEM roay
y (becTrBana NosBUACS CBOW CMYTHUK — CaMOCTOATENbHas apT-c1cTeMa, KoTopas
NPy 3TOM VIHTErpMpoOBaHa B XM3Hb ecTMBans 1 B3anMOOENCTBYET C HeWl.

3apada “OctpoBa” — 00OBLEAMHWUTL APTUCTOB, XOPeorpadoB, PexXMCccepos,
KOMMO3UTOPOB, MY3bIKaHTOB: XYAOXHWKOB, KOTOPble MbICAST 1 paboTaloT Ha ne-
peceveHnn XaHpoB, COeOMHAIOT pasHble MPaKTUKU 1 POPMbl BbICKa3bIBaAHNA.
CBOIO KypaTOPCKYIO poSib A BUXY B (DOPMUPOBAHNIN KOMaHAbI, KOHLENUMN 1 ca-
MOW Cpefbl: MPOCTPAHCTBA ANA XXM3HW U COYMHEHWS, OpraHWYHOW aTMocdepsl,
B KOTOpOW MAen OymyT poxAaaTbCs ecTecTBeHHbIM 0Opa3oM. Hapn KoHuenuwmen
pe3naeHUMM BMECTe CO MHOW paboTanu komno3utop AHgpent MNaToHoB M Xo-
peorpacd AHapen KoponeHko: COCTaB KypaTOPCKOWM Fpymnbl — CTOMb Xe Myflb-
TUANCUMNANHAPHBIN, CKOMb U CyTb MpoekTa. Mo coBCTBEHHbIV NMPakKTNYeCcKmI
OMbIT — PEXMCCePCKMIM, MO3TOMY BO MHOIOM f BOCMPUHMMAIO BCIO Pe3UAEHLMIO
Kak Oonbluon nepdopmMaHc. Kaxabii AeHb Ha “OCTpoBe” HauMHAeTCs C YTpeH-
HWX PEenBOB U 3aKaH4MBaAETCA NepOopPMaTVBHLIMK KOCTPaMU. B 3akniodmTensHbIn
[eHb decTvBans Mbl npurnawaem Ha “OcCTpoB” rocter, Y4ToObl BMeCTe YBUIETb
3CKM3bl Pe3NLEHTOB, KOTOpble B OyAyLleM MOryT CTaTb y4acTHMKaMM OCHOBHOW
nporpammbl Jarvnesckoro».

EBreHun ManeH4yeB — TeaTpasbHbl pexumccep. PaboTaeT B cambix pasHbIX
bopmatax, co3faBad CauT-cneumdurK- U COLMaNbHO OPUEHTUPOBAHHbIE MPOEKThI,
KamepHble NepdopMaHChl 1 fpamaTnyeckie cnektaknm 6onbluon opmbl. Mpons-
BefeHns ManeH4eBa HeOLHOKPATHO BKJTIOYaMCh B CMMCOK CaMbIX 3aMETHbIX CreK-
Takyier Ce3oHa Mo MHEeHMIO 3KCMepToB POCCUMMCKOW HALMOHANbHOW TeaTpanbHOM
npemMmn «3010Tad Macka», a Takke HOMWHMPOBaNUCL Ha npemuio Ceprea Kypée-
xnHa. COTpyAHM4aeT CO MHOMMMUK TeaTpamu W dectmBanamMu. [enan cneumasb-
Hble NpoekTbl Ans Aarunesckoro dectmsans B MNepmu, ans dectmanen «Toncrom»
B AcHou MNongHe, «fopbknin+» B MockBe 1 T. A.

MybnnyHas nporpamma
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Ostrov (‘The Island’) is an interdisciplinary art residency of the Diaghilev Festival,
inviting artists of different practices to work with space and sound. Residents
live in the village of Khokhlovka in a glamping, take part in festival projects, and
collaborate for two weeks to create their own sound, visual, and performative
works embedded in the architecture and landscape of the site. The ideas of
the curator of Ostrov, stage director Evgeny Malenchev, are aimed at creating
art in harmony with nature, supporting environmental and artistic initiatives at
the intersection of genres and formats.

Evgeny Malenchev: “It was Teodor Currentzis, Artistic Director of the festi-
val, who came with the idea of an artistic residency that would become part of
the Diaghilev Festival. That is how the story of Ostrov began. One can say that
the name of the residency appeared by itself. For the first time, it was mentioned
in conversation as a vivid and very accurate expression of what the residency should
become. The name hints at the geographical remoteness. At the same time, Os-
trov is also a metaphorical space — an island of thought, an autonomous artistic
territory. As a result, this year the festival has acquired its own satellite — a sep-
arate independent art system, which is integrated into the life of the festival and
interacts with it.

Our task is to bring together artists, choreographers, stage directors, compos-
ers, musicians — people who think and work at the intersection of genres, combine
different practices and forms of expression. | see my curatorial role in shaping
the concept of the environment itself — a space for living and creating, an organ-
ic atmosphere in which ideas will be born naturally. Composer Andrey Platonov
and choreographer Andrey Korolenko worked with me to develop the concept of
the residency. The composition of the curatorial group is as multidisciplinary as
the essence of the project. My main practical experience is in directing, so in many
ways | perceive the entire residency as a major performance. Every day on Ostrov
begins with morning raves and ends with performance bonfires. On the final day
of the festival, we invite guests to look together at the sketches of residents who
may become participants in Diaghilev Festival’s main programme in the future.”

Evgeny Malenchev is a stage director. He works in a wide variety of formats,
creating site-specific and socially-oriented projects, chamber performances and
large-scale dramatic performances. His productions have been repeatedly included
in the list of the most notable performances of the season according to experts of
the Golden Mask Russian National Theatre Award, and have also been nominated
for the Sergey Kuryokhin Contemporary Art Award. Evgeny Malenchev has collab-
orated with many theatres and festivals in Russia. He presented special projects at
the Diaghilev Festival in Perm, the Tolstoy Festival in Yasnaya Polyana, the Gorky+
Festival in Moscow, and others.
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K ny 6

d e C T UMW B a N b H bl

®decTnBanNbHbIN KNY6 — HeoTbemnemMas 4acTb Npo-
rpaMmbl  [aruneBckoro ¢ectrBans. 3TO OLHOBpe-
MEHHO W AWCKYCCMOHHas miollafka, M NeKTopuu,
M KWMHO3aMl, W MPOCTO MeCTo Aff BCTpeY, OOLLeHus
N pednekcnn. B HbiHELIHEM rofly KiyOHylo nporpam-
My COPMMPOBana My3blKaHT W npoceeTutenb Jiana
KaHpaypoBa, a My3biKanbHbIA XXYPHANNCT U KypaTop
[dennc bBosfpuHOB COCTaBW  MPOrpaMMy  HOYHbIX
MYy3bIKaNbHbIX COObITUIA.

[epen roctaMm BbICTyNaloT MPUrMalleHHble feK-
TOPbl W apTUCTbI, @ TakXe Y4aCTHUKM OCHOBHOW MPO-
rpamMmbl ecTtvBasnd, BKJIOYHas CaMblX 3aMETHbIX ee
repoes.

KnybHble cobbiTns B 3TOM rogy MPOXOAAT B HO-
BOM MPOCTpaHcTBe [1epMCKOM XyLOXEeCTBEHHOW ra-
nepeun, KOTOpoe OTKPbIIOCh Ha TEPPUTOPUKN 3aBOLa
LLInarnHa, psaomM ¢ JomMoM My3bik — FaBHOW KOH-
LiepTHOM niolafkon dectmans. Bce meponpusaTtus
OecnnatHbl O NOCeLLeHS.

Jlsana KanpaypoBga: «[MaBHas Yepta KnyoOHoM nporpam-
Mbl 2026 roga — LWMPOKOYrofibHasd onTrka. ng meHs
M MOEro CoKypaTtopa, My3blKallbHOrO KpUTMKa [eHn-
ca bosiprHoBa, hecTmBanbHbIV KNy — MofHOLEHHast
ryMaHuWTapHasa nnatdopMa, rae Krnaccu4eckas Mys3bi-
Ka COeAMHSAETCA C 3MEKTPOHHbIM U MHOYCTPUANbHbIM
3BYKOM, Mo33Men, dhunocodmen, TeaTpoMm, UCTOpUen
apxuTekTypbl. Mbl coefnany akueHT Ha MpocBeTu-
TEeNbCTBE W B3aVIMOLEWUCTBUMN XyOOXKECTBEHHbIX AMNC-
LUWMNAKH: noceTuTenen knyba Kaxabl AeHb XAyT flek-
LMW, pacckasbl, YTeHWS, BWOEOMOKa3bl CreKTakneu,
Kpyrfble CTOMbl, BCTPEYU C YyHaCTHMKaMWU OCHOBHOW
MporpaMmebl. 3aniaHUPOBaH UMK AETCKUX 3aHATUM
B MepBOW MOMOBWMHE AHSA, a MOC/e 3aKaTta M Ha pac-
CBeTe — MamMsTHble 3aBcergatasam (hecTiBans HoYHble
CODbLITNA: SMEKTPOHVIKA M N1eKTPOaKyCT1Ka, CTPaHHas
N peakas My3blka, BO3MOXHbl MOSABNEHUSA repoeB OcC-
HOBHOW NPOrpaMMbl — B HOBbIX Ka4ecTBax».

[Nporpamma

The Festival Club is an integral part of the Diaghilev
Festival programme. It functions as a discussion plat-
form, a lecture hall, a cinema, and just a place for
meetings, communication, and reflection. This year,
its programme was formed by musician and educator
Lyalya Kandaurova, while music journalist and cura-
tor Denis Boyarinov compiled a programme of night
music events.

The lecturers and guests of the club are visit-
ing educators and artists, as well as participants in
the main programme of the festival, including its
most notable figures.

This year's club events take place in the new
building of the Perm Art Gallery, which opened on
the territory of the Shpagin Plant next to the House of
Music, the main concert venue of the festival. As usu-
al, all club events are open to public free of charge.

Lyalya Kandaurova: “The main feature of the 2026
Festival Club programme is its ‘wide-angle’ optics.
For me and my colleague, music critic Denis Boya-
rinov, the Festival Club is a full-fledged humanitari-
an platform where classical music is combined with
electronic and industrial sound, poetry, philosophy,
theatre, and the history of architecture. We have
focused on education and the interaction of artistic
disciplines: every day, the club’s visitors will be of-
fered lectures, storytelling, readings, video screenings
of performances, round tables, and meetings with
participants of the festival’s main programme. A se-
ries of daytime activities for children is planned, while
after sunset and at dawn there will be night-time
events memorable to festival regulars: electronics and
electroacoustics, strange and rare music, and possible
appearances by the main programme participants in
new roles.”

Programme
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nporpamMmma

o6pa3oBaTenbHaHd

ObGpasoBaTtenbHas nNporpamMma, kypvpyemas My3bi-
kKoBegoM AHHon DedenoBol, B 3TOM rofy B AeCATbIN
pa3 cobvpaeT CTyAeHTOB TBOPYECKMX By30B. Beayliee
HanpasneHne — MonodexHbl GecTBanbHbIN XOp,
KOTOPbIV, MOMWMO 3aHATUW C FaBHbIM XOPMeNncTe-
pomM musicAeterna Butanuem [1ofoOHCKUM 1 nefaro-
raMm MO BOKany M MHOCTPaHHbLIM f3blKaMm, y4acTByeT
B COObITUAX OCHOBHOW MpOrpammbl LsruneBckoro
dectmBans. Takxke pabotaeT nporpamma «Hadano»
ONS NefaroroB OPKeCTpoBbIX MHCTPYMEHTOB.

AHHa ®Dedbenosa: «Mcropus obpaszosaTesibHOM Mpo-
rpamMmbl ectrBang Hadanack B 2016 rogy € BbICTym-
neHns Pobepta YuncoHa 1 Mactep-kflacca Teogopa
KypeHT3unca. C Tex mop Kaxapl1 rof, Mactepa MMpPOBOW
KynbTypbl, Apuesxatowme Ha [dAarnneBckur C KOH-
LuepramMy 1 CrNekTakasgMy, Haxogwnm Bpemsi BCTpe-
TUTbCA C MOJIOAEXbIO, OTKIMKaACh Ha maeto Teogopa
KypeHT3nca o HeobXOoOAMMOCTM AENUTbCA  OMbITOM.
@ecTvBanbHas nybnunka CTaHOBMIACh CBUAETENEM
VWb Manon Yact 3TUX 3aHATUM, OAHAKO pe3yrb-
TaTbl MPOrpaMmbl 3aMeTUTb HETPYAHO. BbinycKHUKM
BO3BPaALLAIOTCA Ha hecTmBalb Kak apTUCTbl OCHOBHOM
nporpamMmsbl, pabotaloT B musicAeterna, pykoBoasTt
OpKecTpamu, Co3Janu CBOW KOMMEKTMBbI, MOIOT, CTa-
BAT CMEKTaKIIM, BbICTYNAIOT Ha MMaBHbIX CLeHax CTpaHbl
n Mupa. 3a 10 net y4yacTHMKaMK pasHbIX POpMaToB
no 16 cneumanbHocTaM cranm novtn 400 cTyneHToB
13 pa3HbIX FOPOLOB U CTpaH, 164 neparora My3bikarb-
HbIX LIKOSI B paMKax nporpammbl “Hayano” (mnaoet
€ 2022 roga) v 47 NepmMcKmx MOAPOCTKOB B pamMKax
npoekTa “Buaets My3biky” B 2021-2023 rogax».

Cnywawnte [darmnesckmm
B MYy3bIKaJIbHOM CepBuce
3ByK

MybnryHas nporpaMmma

This year, the Educational Programme, curated by
musicologist Anna Fefelova, gathers students of cre-
ative higher education institutions for the tenth time.
The leading activity of the programme is the Youth
Festival Choir, which, in addition to classes with music-
Aeterna’s Chief Choirmaster Vitaly Polonsky and vocal
and language coaches, participates in the events of
the Diaghilev Festival's main programme. The Start-
ing Point programme for teachers of orchestral instru-
ments also continues its activities this year.

Anna Fefelova: “The history of the Diaghilev Festival
Educational Programme began in 2016 with a public
talk by Robert Wilson and a masterclass by Teodor
Currentzis. Since then, every year the masters of world
culture who come to the Festival with concerts and
performances have found time to meet with young
people, responding to the idea of Teodor Currentzis
about the need to share their experience. The festi-
val audience witnessed only a small part of these
meetings, but the results of the programme are easily
seen. Graduates return to the festival as participants
of the main programme, work in musicAeterna, con-
duct orchestras, have founded their own ensembles,
sing, stage performances, perform at the main con-
cert venues of Russia and the world. Over the past
10 years, almost 400 students from different cities
and countries, 164 music school teachers within
the framework of The Starting Point (since 2022),
and 47 Perm teenagers within the framework of
the project See Music from 2021 to 2023 have be-
come participants in various formats in 16 specialties
of the Educational Programme.”

Listen to the Diaghilev Festival
with the musical service
Zvuk
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XyLOXeCTBeHHbIV pykoBoauTeNb Teogop KypeHTanc

AUpeKUMA AArnneBcKoro ectmsansa

anpektop AHHa KacnmoBa
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artistic director Teodor Currentzis

diaghilev festival management

director Anna Kasimova

producer Daria Zaikova

curator of the educational programme Anna Fefelova

curator of the festival club programme Lyalya Kandaurova
curator of the festival club musical programme Denis Boyarinov
curator of the Ostrov (‘The Island’) art residence

Evgeny Malenchev

curator of the Horizons D programme Yuri Kvyatkovsky

technical director Yuri Chernov

technical coordinator Arseniy Yudin

event manager Elena Zavershinskaya

managers: Irina Golovkova, Veronika Frantskevich,

Tatyana Demakova, Antonina Lukyanova, Anastasia Bogatyryova,
Tamara Bezukladnikova, Aleksandra Goldyreva, Katya Karlysheva,
Kristina Brem, Nadezhda Mamontova

partner relations managers: Yulia Serebrova,

Polina Maksimovskikh

pr and marketing: lvan Nechaev, Olga Komok, Elena Sviridova,
Tatyana Kataeva, Natalia Fedoseeva, Evgenia Mrachkovskaya

diaghilev foundation
for support of cultural initiatives

director Angelina Makienko

executive editor Olga Komok

design, layout, preparation for printing: Mika Salamakha

writers: Anton Svetlichny, Roman Nasonov, Bogdan Korolyok,
Olga Komok, Anastasia Khlyupina

translator Sofia Abasheva

proofreader Andrey Bauman

festival image designer Anastasia Petyakhina

printed by Aster Printing House, 15 Usolskaya Street, Perm, Russia



~/ MWHWNCTEPCTBO KYJbTYPbl MEPMCKOTIO KPA4
O C B E P 185 MPOEKT AATMNEBCKOIO ®OHAA MOALEPXKKN
[eHepanbHbIV NapTHEpP KYNBTYPHbIX UHULINATUB

& CBEP | 185
npw noanepxke L~ \I SoHn. ha

My3e 6e3 rpaHunL
KOPTPOC®

Q

I CHBEYP Slnpexc & Mnioc Cesepcranb

reHepanbHbIN

OuvneTHbIV NapTHep «’ll; ﬂHJJ.EKC Ad)”l.ua

McKyccTBO
He OPOH3OE

overomece @ SPTENEKOM  AQN Aompy 3§ Movix

XONOUHI

npu
GnaroTBOpUTENbHON pla Aapoq)/\o-lg

nopaepxke

oduumanbHbIN cTpaTernyeckumn aa"’/)"t‘p\
aBTOMOBUNbL O GAC | VERRA napTHep / U

NEPMb
o pasmelleHuio S

meamanaprrepst ||| | PliII] % PBK Ctunb MHEHME PEOAKLIMAY DHOO,

YMOXeT He coBnapaTh “

Y U
Q:GPHHNFI %{gﬁ T E KCT n EPEbK cy ﬂgr
AOXOb .

X CUMMETPUS
von MNEPMCKASA

napTHepbl cyrnepeosnieHTa BAITKAL OkkO ® 5353‘3(’22?21?1.1‘;"

decTnBanbHoro FANEPESI

knyba
1 Nporpammbl
«lopu3oHTbI [I»

nepMcKkuin
= HOBAZ OMEPA 7
@ Kpaesepueckuu © gAﬂET MOCKBA E E:E:r?r:ﬂecxuﬁ kasperSky

My3eWn

(
D/7G/TAL ¢ " .t ROCCUTICKAA OBLIECTBEHHAS OPFAHHIALNA
ao it e, NEPELEIKNND )R e o
[ 4

Hue baHKoBckux onepaumia N 1481 ot 11.08.2015




®
O
_ O
D.
T
D.
O :
X

KBA @







